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PRE FACE 



Object 

The object of this Theory Book is to provide the student with such a back- 
ground of musical experience, through his sense of hearing, as well as through his 
intelligence, as shall enable him to study to some purpose Form, Harmony, and 
the other branches of Musical Theory. 

The work covered in this book is, therefore, distinctly preparatory, and is 
intended to precede, not to replace, more formal study. 



Method of Study 

The subject-matter of all theory books is approximately the same. The 
differences between them are largely in the order and manner of presentation of 
the various topics. In this book, the explanations and directions for practising the 
Exercises may seem unnecessarily detailed; but, at the risk of being tedious, the 
author has endeavored to write out the consecutive steps that most students must 
take in mastering the different subjects. 

In the opinion of the author, phrasing should be introduced in music-study 
at the earliest possible moment; hence its place at the beginning of the book. The 
experienced teacher will, of course, teach two topics, such as Phrasing and Scales, 
or Note- Values and Scales, at the same lesson, if it seems advisable to do so. 



Ear-Training 

The most vital part of the whole subject of Theory teaching is Ear-training. 
It is impossible to overstate the importance which the training of the ear should 
occupy in the minds of both teacher and pupil. 

It is much more necessary that a pupil shall recognize scale-degrees, intervals, 
chords, etc., by hearing, than that he shall know them merely by name, or when 
he sees them on paper. 

As far as possible, everything that the pupil learns as an intellectual fact, 
should first have been registered through his sense of hearing. 

Dictation, oral and written, is the surest way for a teacher to discover just 
how much a pupil hears. It is almost impossible to spend too much time on 
dictation exercises. 

The pupil can train his own ear to a large extent by singing. Therefore, 
many of the exercises are to be sung. 

It is so very possible for a pupil to write a correct exercise without having 
the vaguest idea of what it sounds like, that the author suggests that the pupil 
shall sing aloud the pitch of every note while he writes it. All writing should, of 
course, be done away from the piano. 

[ iii 1 
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Necessity of Correlated Study 

The author is convinced that the first approach to the theoretical study of 
music should be through the sympathetic analysis of music itself. It is better for 
a pupil to discover the fundamental laws of harmonic progression, by analyzing 
simple melodies simply harmonized, than it is for him to be told about chords that 
are easy to explain theoretically, but which he will seldom meet in the music he 
is playing. 

Many a student of Harmony who can recognize an intricate series of chords 
on paper, is quite unable to recognize even the most elementary harmonies when 
he hears them, or when they are used in connection with a simple melody; to say 
nothing of being able to harmonize a simple melody on the piano. 

Nothing is more deadening than a collection of ''inert facts." 

The author has endeavored to put into practical and convenient shape some 
of the material used and developed during many years' teaching. After going 
through the exercises, the average student should have acquired a fairly good ear, 
and a general knowledge of the most familiar chords. He should be able to study 
a book on Harmony with comparative ease and intelligence. 

Angela Diller. 

New York, Jan., 1920. 
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Part One 

chapter one 

Rhjrthmic Design 

Rhythm is the motion of music. 

Meter expresses the way in which this motion is measured. 

The simplest meter consists of two beats or pulses, a heavy beat and a light 
beat. Either of these beats may come first. In each case the meter is the same, 
because two beats are involved; but the rhythmic feeling of the two is entirely 
different. Any word of two syllables illustrates this rhythmic grouping. The word 
"donkey" is an example of the heavy beat coming first. The word "giraffe" is an 
example of the light beat coming first. 

The bar in music is placed before the stressed beat of each measure. This 
beat is counted *^One.'' If the meter of the words "donkey" and "giraffe" were 
expressed in note-values, and each syllable were a quarter-note, the bars would be 
placed before the stressed syllables as follows: 

jDonkeys \ff 
Gi|raffe = f I f 

The meter of both words is 4 ("two-four"), but the rhythmic feeling of the words 

is different. This rhythmic feeling, or Rhythmic Design, may be expressed in numbers 
showing which syllable is stressed. The rhythmic design of Donkey is "One-Two," 
and of Giraffe, "Two-Owe." 

The tune beginning 




is a musical example of the rhythmic design "One-Two. 
The tune 



ft 




^i^J i rr i rr i ^^NJ i J J i j j 



is an example of the rhythmic design Two-One. 

EXERCISE 1. Write a list of ten words illustrating the rhythmic design 
One-Two. 

EXERCISE 2. Write a list of ten words illustrating the rhythmic design 
Two-One. 

EXERCISE 3. Look over the melodies on pages 12 and 13, and find 
examples in 4 meter of each of the above rhythmic designs. 

The same possibilities of rhythmic design occur in | meter, where we have one 
heavy beat and two light ones. 

In I ("three-four") meter there is the rhythmic design One-Two-Three, 
illustrated by the word "elephant": 3 

4ir f r 



It] 



Rhythmic Design 



Much more common musically is the rhythmic design Three-One-Two, illus- 
trated by the word "mosquito": 4 f | f f 

And less frequently there is the rhythmic design Two-Three-One, illustrated 
by the word "kangaroo": 4 f f I f 

The following are musical examples of these rhythmic groupings. This melody 




is an example of the rhythmic design One-Two-Three. 

The following is an example of the rhythmic design Three-One-Two : 




\U ijhj Mr ij^^ 



"Xl 



etc. 



And tllis is an example of the rhythmic design Two-Three-One; 




EXERCISE 4. Write a list of ten words illustrating the rhythmic design 
One-Two-Three. 

EXERCISE 5. Write a list of ten words illustrating the rhythmic design 
Three-One-Two. 

EXERCISE 6. Write a list of ten words illustrating the rhythmic design 
Two-Three-One. 

EXERCISE 7. Look over the melodies on pages H and 12, and find 
examples in \ meter of the rhythmic designs One-Two-Three and Three-One-Two. 

In 4 meter there are four rhythmic designs, namely, One-Two-Three-Four, 
Four-One-Two-Three, Three-Four-One-Two, and, very rarely, Two-Three-Four-One. 

Dromedary I J J J # 

Rhinoceros J I J J J 

Anaconda J J I J J 
Misrepresent J J J I J 



Words illustrating these rhythms are: 



The following melodies illustrate these rhythmic groupings. Here 
example of the rhythmic design One-Two-Three-Four: 



IS an 




The next is an example of the rhythmic design Four-One-Two-Three : 



Rhythmic Design 



This is an example of the rhythmic design Three-Four-One-Two 




Lastly, an example of the rhythmic design Two-Three-Four-One; 




3 



EXERCISE 8. Write a list of six words illustrating the rhythmic design 
One-Two-Three-Four. 

EXERCISE 9. Write a list of six words illustrating the rhythmic design 
Four-One-Two-Three. 

EXERCISE 10. Write a list of six words illustrating the rhythmic design 
Three-Four-One-Two. 

EXERCISE 11. Write a list of three words illustrating the rhythmic design 
Two-Three-Four-One. 

EXERCISE 12. Look over the melodies on pages 11 and 14, and find 
examples in \ ("four-four") meter* of the rhythmic designs. One-Two-Three-Four, 
Four-One-Two-Three, and Three-Four-One-Two. 

EXERCISE 13. What is the rhythmic design of: 

1. Schumann's Soldiers' March. 

2. Handel's Largo. 

3. Swanee River. 

4. Auld Lang Syne. 
'Tilgrims* Chorus" from Tannhduser. 
Home, Sweet Home. 

7. Annie Laurie. 

Rhythmic grouping is the most important element in intelligent playing. It 
bears the same relation to the meaning of music, that correct grouping of words 
does to the meaning of language. 

The most usual rhythmic designs, are those that begin on either the first or 

the last beat of the measure. That is, in 4 meter the usual rhythmic designs are 
One-Two, and Two-Owe; in 4 meter the usual rhythmic designs are Owe-Two-Three, 

and Three-Owe-Two ; and in 4 meter the usual rhythmic designs are O»e-Two-Three- 

Four, and Four-Owe-Two-Three. 

Many people count "by the measure," always beginning on the first note 
after the bar, and pausing to take breath before the next bar. That is, they will 

count any piece written in 4 meter One-Two-Three, quite irrespective of what the 

rhythm of the piece may be. But, for example, it is as unintelligible to count 
''The Star-Spangled Banner" One-Two-Three, and to group from bar to bar: 



5. 
6. 




*The term "meter" (in the phrases "two-four meter," "three-four meter," etc.) is used instead of the more 
generally accepted term "time" ("two-four time," "three-four time," etc.) to prevent the possible confusion of time 
(rate of speed) with time (division of the measure). Hence, further on, the term "meter-sign" is employed instead of 
"time-signature." 



Rhythmic Design 



as it would be to group the words, "Oh say, can you see. By the" in reading the 
poem. 

In general, the same rhythmic design persists throughout a tune. Later we 
shall find infinite variations within the general rhythmic scheme. For example, the 

Bach Minuet quoted below is in 4 meter; but if it is phrased as indicated (which 

makes very good sense), we find the following rhythmic designs : One-Two-Three, 
then Three-Owe-Two, then Two-Three-One, 



jh n^i j^ ^ 




CHAPTER TWO 
Phrasing 

Phrasing in music means the grouping of tones into phrases and sentences. 
The rhythmic element plays a most important part in phrasing, although the 
melodic element (the shape of the tune as regards pitch) and the harmonic element 
(the combinations of tones heard with the melody) are also to be considered. 

As a preliminary study to the phrasing of melodies, we will discuss the rhythm 
of lines of poetry. We found that the rhythmic character of words can be roughly 
expressed by note-values. The same is true of simple lines of poetry. 

Take, for example, the line: 

Sunlight falls on tree and grass. 

If a bar is placed before each stressed syllable, and a double-bar at the end 
of the line, we have: 

I Sunlight I falls on | tree and | grass. 1 1 

If the line is repeated aloud in a * 'sing-song," it will be noticed that we in- 
stinctively pause after the word "grass," or else hold it twice as long as each of the 
other syllables. Therefore, if note- values are written under the syllables, we have : 



2 


Sunlight 


falls on 


tree and 


grass, 


4 


r r 


r r 


f f 


orP 



with "grass" expressed by a quarter-note and a quarter-rest, or by a half-note 
The meter is \ and the rhythmic design One-Two, that is, ? T T 
The line might also be expressed in 4 meter, with the first note of each measure 



twice as long as the second: g 



4 



Sunlight falls on tree and 

r r r r r r 



grass, 

r i 



In this case the word ''grass" fills an entire measure, and has three counts. The bars 
are in the same places as in the 4 version, but the meter is now 4, and the rhythmic 
design One-Two-Three: 3 If f f 



It is simpler, however, to write it in 4 meter. 



-_ „ J 
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If the line were: ''The sunlight falls on tree and grass," it would be written: 



The 



stinlight 



falls on 



tree and 



grass. 



3 
4 



r r r r r r r r 

The meter is still 4, but the rhythmic design is now Two-One. The "grass," as a 

pupil observed, has been cut short and is expressed by a quarter-note. 

The line "Summer is coming and soon will be here," would be written: 

Summer is coming and soon will be here. 

r r r r r r r r r r- 

Meter, 4; rhythmic design, One-Two-Three. 

The line "The moon has a face like the clock in the hall," would be written: 

Q The moon has a face like the clock in the hall. 

* r r r r r r r r r r r 

Meter, 4; rhythmic design, Three-One-Two. 

The line "The Assyrian came down like a wolf on the fold," would be written: 



The As - Syrian came 



down like a 



wolf on the fold. 

r rr r 



* rr rr r r rr 

Meter, 4; rhythmic design, Two-Three-One. 

EXERCISE 14. Copy the following lines. Place a bar before each accented 
syllable, a double-bar at the end of each example, and write the note-values under 

each syllable. Use 4 and | meter only. State meter and rhythmic design of each 

example. 

1. The leaves are dancing in the breeze. 

2. Hear the skylark singing clear. 

3. Merrily, merrily, over the snow, 
Merrily, merrily, sleighing we go. 

4. In winter I get up at night 
And dress by yellow candle-light. 

5. Now the sun is laid to sleep. 

6. The summer is fading, the autumn is near. 

7. The waves are dancing fast and bright. 

8. In their nests in the tree-tops the birds are asleep. 

9. Hurrying, skurrying, rushes the brook. 
10. Haste thee, nymph, and bring with thee 

Mirth and youthful jollity. 

Very often two syllables come on one beat. They would be written as two 
eighth-notes. Example : 



2 

4 



Dingdong 

r r 



bell, 



Pussy's in the 



r c/LT r 



well. 



Very often a line will be irregular in the number of its syllables, although the 
rhythmic feeling of the line is perfectly simple. Example: "Warmly and broadly 
the south winds are blowing." The last measure, "Blowing," has two syllables instead 
of three. The first syllable has the greater length, so it is written as a half-note. 



8 

4 



Warmly and 

r rr 



broadly the 

r rr 



south winds are 

r r r 



blowing. 

r r 
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EXERCISE 15. Copy the following lines. State meter and rhythmic design 
of each. Be sure that the bars are placed correctly; then write the note-values. 

1. Hot cross buns; 
Hot cross buns, 

One a penny, two a penny, 
Hot cross buns. 

2. Rain, rain, go away. 
Come again another day. 

3. There once was a bird that lived up in a tree. 
And all he could whistle was, *Tiddle-dee-dee." 

4. Twinkle, twinkle, little star. 
How I wonder what you are. 

5. Oh, laughing and singing the brook flows along 
And sings as it travels the wind's merry song. 

6. A birdie with a yellow bill 
Hopped upon my window-sill. 

7. Swing high, swing low. 
While the breezes they blow. 

8. Open the gates as high as the sky 

And let King George and his men pass by. 



9. With waving of banners and beating of drums. 
With sounding of trumpets the General comes. 



The next step is to learn the phrasing of simple melodies. 

The first thing to do is to look over the melody as a whole, and find out the 
relationship of the different phrases; that is, to discover what phrases are alike 
and what are unlike. Music, unfortunately, is printed so that nothing in the spac- 
ing on the page helps the eye to see these relationships. 

Poetry, on the contrary, is usually printed so that the eye can follow the rhythm 
by the length of the lines, and can follow the rhymes by the indention on the page of 
the lines with rhyming endings. For example, take the stanza: 

Now the day is over, 

Night IS drawing nigh. 
Shadows of the evening 

Steal across the sky. 

The eye realizes at once that the four lines are to be taken as a whole, that the 
first and third lines are related, and that the second and fourth indented lines are 
related. If the stanza were printed as follows: 

Now the day is over, night is drawing nigh, shadows of the evening steal across the sky. 

though the rhythm and rhymes are the same, it takes much longer to discover the 
rhythmic sense, as there is nothing to make it clear to the eye. 

Music often has the same elements of rhythm and rhyme that poetry has, but 
is always printed as though it were prose. 
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For example, take the folk-tune: 






j^^f-T-l^^ 



i 



1 



If this tune were printed as follows, the Form would certainly be clearer. 




^1 J J'T r 






The eye now sees at a glance that the first and fourth lines are alike, and 
that they are twice as long as the other two, and that the second and third lines 
are alike. It is clear also that there is a contrast between the shape of the melody 
of the first and fourth lines, and that of the second and third lines. The first and 
fourth have a wide compass, and follow roughly the outline 




While the second and third lines follow the outline 




In every melody and in every piece we find these two ideas: 

(1) Repetition or Similarity, and 

(2) Contrast. 

The student should accustom himself to discover these repetitions and 
contrasts as rapidly as possible, because nothing will be of greater help to him in 
sight-reading and memorizing. 

There is no "Rule" to be followed in phrasing. Music is not made of 
uniform blocks put together, and we are not trying to make it fit into mathematical 
designs like an oil-cloth pattern. The thing we are trying to do is to discover that 
every tune "makes sense," and to indicate what the sense is. It is somewhat like 
reading a sentence with proper inflection. For example, the sentence "It was and I 
said not or" seems meaningless until the words "and" and "or" are emphasized, and 
a slight pause is made after the word "said": "It was and I said, not or'' 

Very often a sentence can be inflected in different ways and each of them 
will make sense. For example, the sentence, "The boy ate a green apple," conveys 
a variety of meanings, depending on which word is emphasized. 



8 
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Often a musical sentence can also be phrased in diflFerent ways, each of which 
will make sense. For example, the melody beginning: 




has one meaning if it is played as written above in the rhythm One-Two; and has 
a different meaning if played in the rhythm Two-One: 




It all depends on what we mean; and the important thing is that we shall mean 
something. 

A clear way to indicate groupings in a melody, is to mark the large groups 
with a long horizontal line | 1 , and the smaller divisions with a 

short vertical line | . 

For example, sing or play the following melody: 




f^-^^U^^-hr^ J i I 1.1 I I IjjJ IM Ij ImjiIJ 



It is a square little tune of eight measures, and it divides itself naturally 
into two groups of four measures each. Therefore, each group of four measures is 
marked with a long line, as follows: 




The first two measures of each group are identical, and there is a slight break 
in the sense after the second measure. Therefore, these two places are marked with 
a short line after the second measure of each long group, much as a comma is used 
in punctuating a sentence: 




The third and fourth measures of the first group are alike in rhythm and in 
shape, though different in pitch. This sort of repetition is called a sequence. There 
is a slight break in the sense, so the sequence is punctuated with a short line. There 
is no other possible break in the second half of the piece, and the melody finally 
appears punctuated as follows: 




Phrasing 



If this melody were written on short lines like poetry, it might either be 
spaced as below: 




*T3^^^^r^ 



or thus 





A diagram of the length of lines of the first arrangement would be 



— 2 measures 



1 measure 
1 measure 

2 measures 

2 measures 



and of the second arrangement : 



2 measures 

— 2 measures 
2 measures 

— 2 measures 



Each is correct, and each gives approximately the same idea of the inter- 
relationship of the parts. 

The first eight measures of the Beethoven Minuet, from the Sonatina Op. 49, 
No. 1, might be spaced: 




P-^ \ rrtf \ \ 





'Y' P I r B , '! ii[_^. I J I 



-I 



-2 



2 
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It would be expressed with phrase-marks as follows: 




[ J.1 I J i'liiJ VSi \ r I'fr if J J-i| I '' I ' JIJ t';3 i r- ii pi i (vijt i 



The rhythmic design of this melody is Three-On^-Two, and the groups end on 
the second count; so the punctuation-mark in each case comes after the rest jt on 
the second count, not after the note on the first count. 

The object of this discussion is not primarily to make diagrams on paper. 
It is to help us to play more intelligently. Diagrams are only one of the many 
means to be employed in gaining an understanding of the subject-matter, and of the 
relationship of the parts, of the music that we are studying. 

The more we realize the sense of what we are playing, the more enjoyment 
we get from our music study; and the clearer our own conception is, the clearer is 
the idea that we can give to our hearers, of what the music means. It is possible, 
of course, to play all the notes of a piece without making any sense at all. It is 
as though we had been taught to pronounce perfectly all the words of a French 
poem, but did not understand the meaning of what we were saying. If we were 
to read it aloud to a Frenchman, he could tell at once that we did not understand 
French, however well we might pronounce the words. In the same way, if we play 
only the notes of a piece of music, without understanding the sense of what we 
play, a musician would know at once that we did not understand music, however 
facile our playing might be. 

The first melody in Exercise 16 is an English folk-tune, "Hark, the tiny 
cowslip bell." It is composed of four phrases. The first, second and fourth 
phrases are the same. In these three phrases the first and third measures are the 
same. The third phrase is in contrast to the others, but the first and second 
measures of this phrase are the same. The melody is sixteen measures long, but 
there are only six different measures. After we have read the tune through, and 
discovered these repetitions, it should not take more than two or three minutes to 
memorize it. 

EXERCISE 16. Study the following melodies. Notice the Form of each; 
that is, notice number of phrases (phrase meaning group) ; notice which phrases are 
alike, and which are different; notice where the rhythms and melodic shapes are 
repeated. Memorize the melodies accurately and rapidly, so that you can sing and 
play them. 



1 
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11 





I: 



i 





^^ 



^ 




1 r 




1 



i 



1 r 





f 



^s 





f 





C^rOrfJ^H^-^ 





I: 



jjVJJ'UjjV^^^ 




w w 




7 |i-i jjurrri'i ^'^ir^JJi.i- J^n i rrri' i I' nr^^ 




rj.j i jJrr i J J'r i rrJwrirrlr^rnr r'rHJJ i 



J2 



8 jt''iij i r'i';^iJjj'r i rrr i r 




12 
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10 




11 





EXERCISE 17. Phrase the following melodies. First sing or play each 
melody straight through, to get the general sense. Then mark the large groupings, 
and after that the smaller ones. Avoid making too small subdivisions. Memorize 
each melody. "Image the whole, then execute the parts." 



1 





OU J^ l JJJi 




s 



J iJiJJ JUJ 



? 




r^^ I "i I jj' i i i 'j^" 



^ 



? 



m 
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13 



^ 



3 



^^ 



i 









8 



^ 




5 
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EXERCISE 18. Study the following melodies and draw plan of Phrase- 
lengths, as in the first example given below. 



1 j'lJir ^J J f 



^^ 





( 




^ ^r ri''-.'r i r i 



<9^-+- 




■2 
•2 
•2 
-2 



■1 
-1 




Hrfi\:f 




^J I ::;J 1 ^30 1 ^ ^ 




Cjir Q-ir 




f J cr i r r r f ^ ^ 




f ^li J'J i J 



I 

I 



^ I 





w- 
^ 
^ 
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EXERCISE 19. Analyze the following melodies. Look over each tune as 
a whole. Notice the melodic curves and the rhythmic repetitions. Decide which 
notes are stressed and what the rhythmic design is. Put in the bars, and the 
meter-sign if it is lacking. Mark phrasing, study form, and memorize. Draw plan 
of phrase-lengths. 





rrlr^Jlr 




1 11 ! I liJ J 1 




ifffii r'llTrfirfri'r'iJ rprir ^ 




^ 



iii iiiiiii'i I'l iTTrrn 





*=gt 



c;ar7 i J0^fij r i iji i ';i^,f| i r i ij i i ^ ^ 




II III H'li iliii'ii|i 1 1 II I II 






« jlNjJjiircJil''^X^I.l JjU^l lJ|I''uJJU I I 
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CHAPTER THREE 

Major Scales and Signatures 

The word "key" has two meanings. It refers to the black or white keys 
of a piano, and is used in this sense in the following pars^aphs. The other meaning 
is given later. 
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Major Scales and Signatures 



The word "tone" means the sound that is produced when the hammer 
strikes the string* 



The word "note" means the written symbol: o, 0, etc. 



The distance from any key on the piano to the one next above or next below, 
either black or white, is a half-step. Some theorists call this a "half-tone. " 

The white keys are commonly called Naturals (t]), C, D, E, etc., although 
each white key has other names as well. 

The half-step above a natural, whether a white key or a black key, is its 
sharp (#); and the half-step above the sharp is its double-sharp (x). 

* The half-step below a natural is its flat (b), and the half-step below the 
flat is its double flat (bb). 

Each key, therefore, may have a number of names. For example, the black 
key between C and D is C# or Db or Bx The key C is also B# or Dbb. 

EXERCISE 19. Find these keys on the piano: D#, Eb, F, E#, Fx. Ab, 
B#, Cx, Db, E, Gb, Cb, B#, C, Abb, Bx A, Gx. 

EXERCISE 19A. Find on the piano five kinds of E: that is, E, E#, Ex, 
Eb, Ebb. Find five kinds of G. Find five kinds of B. 

EXERCISE 19B. Point to each key on the piano between C and the octave 
C above, and give each key as many letter-names as possible. The key G# is also 
called Ab. This key has two letter-names. Each of the other keys has three 
letter-names. 

A half-step, then, may be written diflFerent ways. 



Example: 




XE 



n=or = 



^ 



If two keys are given the same letter-name, the half-step is called Chromatic. 



Example 



:i 



3X 



I 



cc 



5 



O- 



Cjt 



Gt 



Htf XII 



F« 



Fx 



If the two keys are given consecutive letter-names, that is, according to 
alphabetical order, the half-step is called Diatonic. 



Example : 




xc 



^ 



XE 



Dl^ 



G» G» F« 



change. 



If the same key is given two different letter-names, it is called an Enharmonic 



Example : 




f^ 



^«- 



XE 



I 



£ 



XT 



Fit G^ C B« E Fb 

To summarize : 

(1) A chromatic half-step is composed of two tones of different pitch and 
the same letter-name. 

(2) A diatonic half-step is composed of two tones of different pitch and 
consecutive letter-names. 

(3) An enharmonic change means that two different letter-names are given 

to one tone. 
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The two diatonic half-steps B-C and E-F are each composed of two naturals. 
All other diatonic half-steps contain either a sharp or a flat; for example, 
C-Db, Cit-D. 

Two half-steps make a whole step. Whole ^teps are usually diatonic, that 
is, they have consecutive letter-names. 




Example : (^ln ^^ || 



not 



Al» BV 




Ui { {ti 



u 



Al^ M 



It will be noticed that in writing notes on the staff" the # or b (called the 
accidental) is placed before the note: 




^ 



not 




while in type it follows the letter, C#, not #C. 



EXERCISE 20. Name each of the following intervals, calling them either 
chromatic half-step, diatonic half-step, enharmonic change, or whole step. In 
naming, use this formula aloud: ''Bb up to C is a whole step; F up to G is a 
whole step; F# down to F is a chromatic half-step''; etc. 




1^=1 



^ 



i 



k 



o: 



^ 



¥ 



233l 



i 



xr 



XE 



o- 



n. 



ti o 



xr 




X£ 



XT 



1^ 



XE 



XE 



I 



-O 9-& 



^ 



" bo 



XE 



XE 



i 



i 



t f t ^' 
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^ 
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$^ 
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XE 



O *► 



3EE 



XE 



o — BO- 



EXERCISE 21. 

four intervals: 



Write four examples, not given above, of each of these 

Diatonic Half-step. 
Chromatic Half-step. 
Whole step. 
Enharmonic change. 



A Scale is a succession of eight tones arranged in alphabetical order from 
any letter to the same letter an octave above. This letter is called the ''keynote." 
The word ''key" in this sense means the notes of a scale in relation to the keynote. 
That is, a melody is written, for example, in the key of G, meaning that G is the 
keynote, the tonal center. 

Scales are composed of Tetrachords. A Tetrachord is a succession of four 
tones. The spacing of the tones in the Tetrachord that we shall now study is 

A whole step between the first and second tones. 

A whole step between the second and third tones. 

A diatonic half-step between the third and fourth tones. 



Example : 




TJ- 



XE 



£ 



IT 



\fO *» 



t 



1 t 



1 t 



XT 



I 



XL 



1 ¥ 
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The major scale is composed of two such tetrachords, the second one beginning 
a whole step higher than the upper note of the first. 



Example : 




TJ ^ 



3E 



O ti 



O »» 



i 



whole step 

This is the scale of C Major, taking its name from its lowest (or highest) tone, which 
is its keynote. 

Each tetrachord belongs to two scales. If this tetrachord 




■€> 



ax: 



xc 



I is used as the lower tetrachord of a scale, and a second tetra- 



chord is placed a whole step above it, we have 




o *» 



o *» 



TlHf^ 



X^ 



I 



This is the scale of G Major. 

In the same way the upper tetrachord of the scale of G is also the lower 



tetrachord of the scale of D: 




fj o 



^^ 



nzr^ 



^ 



It is observed that one new sharp is added to form each scale. This process can be 
repeated until the scale of C# is reached, where each note is a sharp. There are seven 
scales in which sharps occur. These Sharp Scales are G, D, A, E, B, F# and C#. 





o o " 



o " 



o ti 



o " 



<b=e: 



o o 



It" Q 



ti o 



^^ 





EXERCISE 22. Play all the sharp scales in tetrachords. Use two hands, 
playing one tetrachord with each hand, and finger as below, not using the thumbs. 
Name each note aloud as you play, being careful to use the correct diatonic letter- 
names. Play in the middle part of the keyboard, playing the repeated tetrachord an 
octave below when necessary (as in the third example on D), to avoid bringing the 
hands into an awkward position, too high on the keyboard. 




Right 



IE 



Left » 



YT ^ 



-o- 



JJL 



TOL 



<^ " ? V 



Right 2 . 8 

o t» 



{|& A 



etc. 




Left 
'Right 



Left 



s * ' 



XE 



i 



xr 



T 
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It was found that the upper tetrachord of the scale of C is also the lower 
tetrachord of the first sharp scale, G. — ^The lower tetrachord of C, 




■XT 



XT 



is also the upper tetrachord of the scale of F. This is the first of the seven Flat 
Scales. 

In order to form the jlat scales by the process of overlapping which has been 
employed in forming the sharp scales, it is necessary to play the notes of the 
tetrachords in descending order, beginning with the upper note of each ; that is, 




X£ 



-O o" 



For convenience of writing, this tetrachord is placed an octave higher than in the last 



example : 




XE 



XE 



The second tetrachord begins a whole step helow the lower note of the first one: 




Q ii 



XE 



5 



^ZXE 



XE 



whole step 

This forms the scale of F Major, using one flat. 

The lower tetrachord of this scale is also the upper tetrachord of the scale of Bb: 




g 



It o 



XE 



5 



O o 



¥ 



It is observed that one flat is added to form each new scale. This process can be 
repeated until the scale of Cb is reached, where each note is a flat. 





o t» 



XE 



O tl 



** bo ^ 
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" ° ii t>o I; 



SE 



l^o 11 l^o |,„ l^o tt bo Ui 



IE 



XEZ^ 



£k 




'■°..iob„ '" °'-'-° "^^^°^■■^- ""t°i...u I u^^ 




There are seven Flat Scales. They are F, Bb, Eb, Ab, Db, Gb and Cb. 

EXERCISE 23. Play all the flat scales in tetrachords. Use both hands, 
and finger as below. Name each note aloud as you play. 



Right 




?r— 1 a e = 



XE 



O tl 



Left 



V Q o 

* 3 \ 



^ t* 



O II 



^O- 



XE 



■a 9- 



-o- 



XE 
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The following diagram shows the relationship of all the Major scales. 

c 




It will be noticed that the scales of F# and Gb are enharmonic, coming at the oppo- 
site side of the circle from the starting-f)oint C. The scales of C# and Cb are seldom 
used, and have been omitted from the diagram. Db is usually used instead of C#, 
and B instead of Cb. 

It is possible to play all the scales, both sharp and flat, in overlapping tetra- 
chords, beginning at C and continuing in the same direction around the circle 
until C is reached again. The scale of F# would be played, and then repeated 
enharmonically as the scale of Gb; next would come Db, then Ab, etc., as follows 
(beginning at B): 





^ 



l>«. t>o ^ 



k 



o. 



i 



IDL 



^ 



etc. 



IDL 



9^- 



1;0 bo " 



9^ 



VXT 



Gb 



p> 



EXERCISE 24. Play the above circle of scales, from C to F#, and from 
Gb to C. 

EXERCISE 25, Recite these scales from memory, grouping in tetrachords. 
Speaking the letters rhythmically is a help in memorizing. 

Example: C-D-E-F. G-A-B-C. G-A-B-C. D-E-F#-G. 

qcde f gab c 

or, expressed in note- values •4JJJ1J iJJJiJ. 



The sharps or flats necessary to form a major scale constitute its Key-Signature. 

In forming the sharp scales from the keys of C to C#, the sharps occur in 
this order: F-C-G-D-A-E-B. In forming the flat scales from the keys of C to 
Cb, the flats occur in this order: B -E-A-D-G-C-F. 

The sharps or flats are always written on the staff in this order, each new 
sharp or flat being written to the right of the last one, as follows: 




"^h^^ ''^I'^ii^^ 
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EXERCISE 26. Memorize the order of sharps and the order of flats as 
they occur in the above signatures. 

EXERCISE 27. Memorize the following table of keys and signatures. 

C Major has no sharps or flats. 

G Major has one sharp, F#. 

D Major has two sharps, F# and C#. 

A Major has three sharps, F#, C# and G#. 

E Major has four sharps, F^f, C#, G# and D#. 

B Major has five sharps, Fft, C#, G#, D# and A#. 

F# Major has six sharps, F#, C#, G#, Djf, A# and E#. 

C# Major has seven sharps, F#, C#, G#, D#, A#, E# and B#. 

F Major has one flat, Bb. 

Bb Major has two flats, Bb and Eb. 

Eb Major has three flats, Bb, Eb and Ab. 

Ab Major has four flats, Bb, Eb, Ab, and Db. 

Db Major has five flats, Bb, Eb, Ab, Db and Gb. 

Gb Major has six flats, Bb, Eb, Ab, Db, Gb and Cb. 

Cb Major has seven flats, Bb, Eb, Ab, Db, Gb, Cb and Fb. 

It will be noticed that the order of sharp keys follows the same series of letters 
as the sharps themselves, if we go to the right in the diagram of the circle of keys. 

Order of keys: C -G -D -A -E -B -F#. 

Order of sharps: F#-C#-G#-D#-A#-E#-B#. 

The order of flat keys follows the series of letters of the flats themselves, if 
we go to the left in the diagram. 

Order of keys: C-F-Bb-Eb-Ab-Db-Gb. 

Order of flats : Bb-Eb-Ab-Db~Gb-Cb. 

EXERCISE 28. Write the signatures of the following Major keys: C, D, Bb, 
F#, A, B, Ab, E, Eb, Gb, G, Db, F. Use treble and bass clefs.^ Be careful to 
write each sharp or flat to the right of the previous one. 

The diagram of the circle of keys may be completed by writing the signatures 
beside each letter, as follows: 



Bt2lr 



E^ai' 



Al»4l^ 




Dl»5^ 






F>6< 



B5t 



c. 



EXERCISE 29. Draw the above diagram from memory. 

EXERCISE 30. Copy the following signatures, and underneath write the 



# 



EXERCISE 31. Correct the following signatures. The sharps and flats are 
either placed on the wrong line or space, or are written in the wrong order. 




*: 



^'"' ' mil l i i.''iHi i^^ 
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An excellent way of gaining facility in thinking in the different scales and 
keys, is to memorize the series of alternate letters that occur in music, beginning at 
C, and continuing until C is reached again, 

C-E-G-B-D-F-A-C. 

EXERCISE 32. Recite this series of letters fluently; C-E-G-B-D-F-A-C. 

EXERCISE 33. Recite each combination of three consecutive letters from 
the above series, beginning each new combination on the last letter of the prece- 
ding one. The entire series must be gone through twice before C is reached : C-E-G, 
G-B-D, p-F-A, A-C-E, E-G-B, B-D-F, F-A-C, C-E-G. Fluency in grouping these 
letters will be invaluable later, when chords are studied. 

The tones of the scale are called Degrees. The degrees are numbered from 
One to Seven. The octave is numbered One again. 

Example : 

Key of C: 1-C Key of A: 1-A 

7.B 7-G# 

6-A 6-F# 

S-G S-E 

4.F 4.D 

3-E 3-C# 

2-D 2-B 

l-C 1-A 

Some theorists use the word "step" as meaning "degree." Thus the "first step" 
of C would be C, the "second step" D, etc. 

The most important combination of numbers in each key is 1-3-5, which 
forms the chord of the key. In the key of C the corresponding letters are C-E-G. 
In the key of G they are G-B-D; in D, D-F#-A; etc. It will be noticed that these 
letters are the same combinations that were given in Exercise 33, They need only 
the proper sharps and flats to form all of the major-key chords. 

Example: A-C#-E is 1-3-5 of A Major. 

Ab-C-Eb is 1-3-5 of Ab Major. 

The letters A-C-E are the same in both cases. 

EXERCISE 34. Recite fluently, using letter-names, 1-3-5 in each of these 
major keys, being careful to use the proper accidentals: C, G, D, A, E, B, F#, F, 
Bb, Eb, Ab, Db, Gb. 

To acquire familiarity with the other degrees of the scale, it is well to use 
1-3-5 as a guide. For example, in the key of C, to find 4, think 1-3, then 4; that 
is, think C-E and say F, instead of going through all the numbers 1-2-3-4, C-D-E-F. 

To find 6, think 1-3-5, then 6; that is, think C-E-G, and say A, instead of 
going through the entire scale. 

To find 7, go down a diatonic half -step instead of going up seven degrees; 
that is, to find 7 of C, go down a half -step to B. 

To find 7 of Ab, go down a half-step to G. 

To find 7 of E, go down a half-step to D#. 

These "short cuts" in finding one's way around in any key will be of use 
later in studying chords, and in modulating from one key to another* 

EXERCISE 35. In the key of G, what letter corresponds to each of the 
following numbers: 1-5-7-3-2-4? 
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What number corresponds to each of the following letters: B-F#-C-D-A-E-G? 
In the key of Bb, what letter is 5-6-2^? 
What number is Bb-D-Eb-A-F? 



The note C is 1 of what key? 
The note C is 5 of what key? 
The note C is 7 of what key? 
The note C is 6 of what key? 



2 of the key of C is 5 of what key? 
5 of the key of G is 2 of what key? 

3 of A is 5 of a key whose signature is — ? 

A chromatic half-step above C is 7 of what key? 



The following are Chain-questions. This means that each answer become? 
the starting-point of the next question in the chain. In the first chain-question 
given below, each answer is written in parenthesis. 

EXERCISE 36. (1) Start on A; 3 of that key (C#) is 7 of a certain key 
(D); what is its signature? — Answer: Two sharps. 

(2) Start on Bb; change it enharmonically; it is now 3 of what key? This 
is 2 of what key? 

(3) 3 of the key of D is a certain note. Change it enharmonically, and it 
is 4 of what key? This is 5 of — ? 

(4) A is 5 of a certain key. This note is 2 of what key? This is 2 of a key 
whose signature is — ? 

EXERCISE 37. Write six chain-questions and answers similar to the above. 
Put six items in each chain-question. 

Any note can belong to seven different keys, as in the following table: 

D is 1 of the key of D. 
D is 2 of the key of C. 
D is 3 of the key of Bb. 
D is 4 of the key of A. 
D is 5 of the key of G. 
D is 6 of the key of F. 
D is 7 of the key of Eb. 

Naturals keep the same letter-names throughout all seven keys. Sharps and 
flats are sometimes changed enharmonically when they are put in different keys. 
For example: 

Ab is 1 of the key of Ab. 

Ab is 2 of the key of Gb. 

But, G# {not Ab) is 3 of the key of E, because Ab would be 3 of the key 
of Fb, and there is no such key. 

EXERCISE 38. Write a table like the above, showing the seven keys to 
which the note G belongs. 

Write a table showing the seven keys to which the note B belongs. 

Write a table showing the seven keys to which the note F^ (or Gb) belongs. 

E^ch scale-degree has a Name as well as a number and a letter. These 
names describe either the character of the tones, or their position in the scale. 

The first degree gives the Tone of the entire key, and is called the Tonic. 

The tonic expresses finality ; it is the point of rest in the key. Almost every 
piece ends with the tonic in the bass, and some arrangement of 1-3-5 (the Tonic 
Chord) in the treble. 
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The governing or dominating note in the key is 5. It is called the Dominant. 

Very many pieces have 5 for next to the last bass note, so that the left hand ends 

5-1; or, expressed in words, Dominant-Tonic. In the key of G the Dominant- 
Tonic ending is D-G. In the key of A it is E-A. 

EXERCISE 39. Recite the Tonic, Dominant, and Tonic Notes in all keys. 
Example: C-G-C, G-D-G, D-A-D, etc. 

EXERCISE 40. 

A is the Tonic, what is the Dominant? Ans. E. 

A is the Dominant, what is the Tonic? Ans. D. 

Bb is 4 of a key. What is the Dominant? 

G is the Dominant of a key. What is 7 ? 

C# is 7 of a key. What is the Dominant? 

Eb is the Dominant of a key whose Signature is — ? 

Gb changed enharmonically, is 7 of a key whose Dominant is — ? 

EXERCISE 41. Write a similar series of six questions and answers introduc- 
ing the Tonic and Dominant. 

EXERCISE 42. Look over a number of piano-pieces and find examples 
where the last two bass notes of the piece are 5-1. 

If we consider the Tonic as the central point of the key, the notes of the 
scale above and below it may be written as follows : 




The fifth note above the Tonic is the Dominant, that is, 5 of the scale (in 
C, the note G). 

The fifth note below the Tonic is the Subdominant (lower Dominant), that 
is, 4 of the scale (in C, the note F). 

Midway between the Tonic and the Dominant is the Mediant, that is, 3 of 
the scale (in C, the note E). 

Midway between the Tonic and the Subdominant is the Submediant, that is, 
6 of the scale (in C, the note A). 

The note above the Tonic is the Supertonic, that is, 2 of the scale (in C, the 
note D). 

The note below the Tonic is the most sensitive note in the key. It leads 
most frequently to the Tonic and is called the Leading-Tone. It is 7 of the scale 
(in C, the note B). 

To summarize: 

The first scale-degree is the Tonic. 

The second scale-degree is the Supertonic. 

The third scale-degree is the Mediant. 

The fourth scale-degree is the Subdominant. 

The fifth scale-degree is the Dominant. 

The sixth scale-degree is the Submediant. 

The seventh scale-degree is the Leading-Tone. 



It may be expressed as follows: 




Leading-Tone 



(•Mi- 



M e dUni 



obIc 




«44*««- 
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The most usual scale-degrees to be spoken of by name are the Tonic, 
Dominant, Subdominant and Leading-tone. The following questions are designed 
to familiarize the student with the names of these four important degrees. 

EXERCISE 43. What is the Subdominant of F? (Bb.) This note is the 
Dominant of ? (Eb.) Change it enharmonically. (D#.) It is now 3 of — ? (B.) Whose 
signature is — ? A nswer: Five sharps. 

The Subdominant of Eb changed enharmonically is 3 of what key? 

The Subdominant of C is 2 of what key? 

3 of Eb is the Subdominant of a key whose signature is — ? 

EXERCISE 44. Write six similar chain-questions and answers introducing 
the Subdominant. 

EXERCISE 45. What is the Leading-tone of B? B is the Leading-tone of 
what key? 

A certain key has the signature two sharps. What is its Leading- tone? This 
note is 3 of what key? This is the Dominant of what key? This is the Leading- 
tone of — ? Answer: Eb. 

A is the Leading-tone of a key whose signature is — ? 

3 of the key of two flats is the Leading- tone of a certain key; what is the 
Dominant? 

A is the Tonic of what key? A is the Dominant of what key? A is the 
Leading- tone of what key? A is the Subdominant of what key? 

G is the Leading- tone of a certain key; change this note enharmonically. It 
is now 3 of a key whose signature is — ? 

EXERCISE 46. Write six similar chain-questions and answers introducing 
the Leading-tone. 

CHAPTER FOUR 
Notation of Time-Values 

4, i 4 Meter 

Time-values are expressed by notes, rests and dots. 

The unit in 4, 4 2uid 4 meter is the quarter-note or the quarter-rest. 

The n(?te- values are: 

s Quarter-note. 
a z Half-note. 

o s Whole note. 

J J or J' J^= Eighth-notes. 
J J J J QtS^J^S^sS^ Slxteenth-notes.etc 
The re^^ values are: 

^ = Quarter-rest. 

-*»•= Half-rest. 

w= Whole rest. 

y s Eighth-rest. 

7 = Sixteenth-re8t,etc. 
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The ''whole rest" '■' is also a whole-measure rest and fills a measure of any 
length: |, 4, % etc. 

The dot has a relative value only. It is equal to half the value of the note 
or rest after which it is placed. That is, it is of the denomination next smaller than 
the preceding note or rest. 

o- = Whole-note and half-dot (sot, a). 

a* s Half^note and quarter-dot (^ 4^). 
atu* r Half-rest and quarter-dot(s*^ f ). 
J* : Quarter-note and eighth-dot (=f[^>)). 
f.* » Quarter-rest and eighth-dot(- f 7). 
j) s Eighth-note and 8ixteenth-dot(si{)y)). 
V- Eighth, rest and sixteenth- dot C: 7 ^). 

J- 5 Quarter-note, eighth-dot and sixteenth-dot (sJ^^iVv. 

And so on, applied to notes or rests of the smallest denominations. 

A dot may be placed after a dot^ as in the last example above. This is called 
a "double-dot" — the second dot having half the value of the first. 

Some of the endless combinations of time- values in 4 meter are: 

»J J 

a JJJiJJJi 

A mm 
.J I 

In all of the above examples, each of the two beats is divided simply in 
halves, F 1 or in quarters, JTjJ or in some combination of these, J Jl 

In describing the time-values in the above examples in 4 meter, the following 

formula can be used. The meter is |. First measure: one is a quarter-note, two 

is a quarter-note. Second measure: one is a quarter-note, two is two eighth-notes. 
Fourth measure: one is an eighth-note and two sixteenth-notes; two is the same. 
Seventh measure : one is an eighth-note and an eighth-rest ; two is the same. 

If the measure i- — -^J J is to be described, the formula is: one is a quarter- 
note, two is a tied eighth-note and an eighth-note. This measure might also be 
written J . J^ In this case, the formula is: one is a quarter-note, two is an eighth- 
dot and an eighth-note. 
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It will be noticed that for clearness the dots are printed in the part of the 

measure where they occur rhythmically, i. e., J , Ji (instead of J^ v\\ as the 

dot comes on the second beat. Later in this book the notation follows the usual 
procedure, the dot being set next to the preceding note. 

The measure J^ J J) would be described: one is an eighth-note and half 
of the quarter-note, two is the other half of the quarter-note and an eighth-note. 

The measure j\j j) y would be described thus: one is an eighth-note, a 

sixteenth-dot and a sixteenth-note, two is an eighth-note and an eighth-rest. This 
may seem a complicated mode of speech, but it gives a clearer arithmetical concep- 
tion thsui speaking of ''dotted quarters, dotted eighths," etc., does; and it is more 
accurate rhythmically than counting, for instance, "one-and-two-and," which really is 
equivalent to counting four eighths in the measure. 

The time-values in 4 and \ meter can be tabulated in the same way, by 

writing the notes and rests and dots in the vertical columns in which they belong. 

J J J 

n n sn 

Time-values have rhythmic meaning if they are recited aloud in strict rhythm, 
using some open syllable, such as "ta," for each note. 
For example, take the tune "America." 
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We would describe the time- values as follows: The meter is 4. First measure: 

One is a quarter-note. Two is a quarter-note. Three is a quarter-note. Second 
measure: One is a quarter-note. Two is an eighth-dot and an eighth-note. Three 
is a quarter-note. Sixth measure: One and Two are a half-note, Three is a quarter- 
dot. The time- values, recited rhythmically, are: 

J J J ,j. j^j J J J J. j^j J J J I 

Ta ta ta Ta - ta ta Ta ta ta Ta . ta ta Ta ta ta 

The time-values themselves may be pronounced in strict rhythm, 
can be used advantageously if the beats are subdivided only into two (or later, 
three) eighths. Notes are pronounced by speaking the name of the note- value: 
"Quar-ter," "eighth," etc. Rests and dots are spoken, "rest" or "dot" (not 
"quarter-rest" or "quarter-dot"), the value being understood. Care must be taken 
to pronounce the word "quarter" in two short syllables of equal lengthy "quar-ter," 
and to hold the sound of the word "half" for its exact length, i. e., two beats of 
the duration of quarters, "ha-alf." 



J. II 
Ta-_ 

This method 
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For example: 

The measttres 

J 

J 
J 
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can be pronounced 

**Quar-ter, quar-ter, 
"Two-eighths, two-eighths, 
**Quar-ter, two-eighths, 
* 'Quar-ter, rest. 



Ha-alf" 
Ha-alf" 
Ha-alf" 
Ha-alf" 
Ha-alf 



* 'Quar-ter, dot-eighth, 

The time-values of the tune '^America" would be pronounced: 

''Quar-ter, quar-ter, quar-ter, | Quar-ter, dot-eighth, quar-ter, | Quar-ter, quar- 
ter, quar-ter, | Quar-ter, dot-eighth, quar-ter, | Quar-ter, quar-ter, quar-ter, | 
Ha-alf-dot." II 

Reciting time-values rhythmically is a great help in reading music. Two 
things are to be considered in reading; (1) the reading of the time- values and (2) 
the reading of the correct notes. Before playing a piece at all, it is an excellent plan 
to read the time-values straight through, away from the pismo, using one of the 
above methods. This gives a comprehensive idea of the piece as a whole. 

A much clearer idea of a piece is gained by playing even wrong notes in the 
right rhythm, than by playing the right notes in the wrong rhythm. For example, 
play each of the following and see which sounds most like ''Swanee River." 




Jjjjjif^r^ 




^m 



jijjurij'r i -' ^ 



JJJJUrrff l ^^Jl 
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EXERCISE 47. Describe the time-values in each of the following examples, 
being careful to say the words "note," "rest" or "dot" after each value. Then recite 
the time-values in strict rhythm, using syllable "ta." Each example is a phrase of 
two measures, always ending with a note which fills the second measure completely. 
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in 4 meter, and ten examples 



II 



II 



II 



II 



,4j 



8 



J 



J J • 
J /I 




J> 







II 



H 



II 



II 



II 



M 



II 



II 



6 J . «h J 

7 J •rj5J^7 

8 i^J J^J^J 

ten examples of time-values in 4 meter, ten examples 

in 4 meter. . Space very evenly, so that the notes, 

rests and dots come exactly in their proper columns. 

EXERCISE 49. Describe the time-values of each of the examples that you 
have written, then recite them rhythmically, using syllable "ta." 

EXERCISE 50. Recite rhythmically as described above the time-values 
themselves of the melodies on Pages 11, 12 and 14. 

CHAPTER FIVE 
Phrasing 

More Difficult Melodies to be Analyzed 

The melodies in Chapter II were all made of phrases of equal length, and 
the rhythmic design was the same throughout each melody. Frequently, however, 
different rhythmic designs occur even in very simple melodies. Take, for example, 
the following folk- tune: 





i 



5 



^ 



r' p[r l ^ ^ ^ ^^ 



This melody begins with the rhythmic design One-Two-Three, but in the 
second measure this changes to Three-One-Two; this latter rhythm continues through 
the entire melody. It would be phrased as follows: 
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r-Pcji^ ^'^ 
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A similar example is the melody of the Schubert B minor Minuet, which, if 
phrased as follows, is also a mixture of Three-Owe-Two and Owe-Two-Three. 
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An excellent example of rhythmic contrasts between the different sections of a 

piece, is the familiar C major Spanish Dance of Moszkowski. It is in | meter, with 

an eighth-note as the unit of the beat. The first melody begins with the rhythmic 
design One-Two-Three ; in the first measure, the three is tied over to the one of the 
second measure. 




The second melody has the rhythmic design Three-One-Two throughout. 




f^ i ^rp i f rj- i r^y i ^jN I 



etc. 



And the third melody has the rhythmic design Two-Three-One. 

1 I 



f 




Yet how frequently we hear this piece played as though it were counted 
One-Two-Three from beginning to end. 

The rhythmic design of the melodies in Chapter II always began with a 
quarter-note. Very frequently, however, the rhythmic design begins on the half- 
beat, that is (in 4 or 4 or 4 meter), with an eighth-note. Example: 




))iJ c/ i r r'nCf^irpf ciri r /c^rij rjU v i 



This would be described as a rhythmic design beginning on the last half of 
two and ending on the first half of two. 

The following melodies are further illustrations of this sort of grouping. 
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EXERCISE 51. Analyze the following melodies. In some of them the 
rhythmic design always commences on the half-beat. In others the rhythmic design 
changes during the course of the melody, and in some the phrases are of irregular 
length. Study the form of each and indicate the phrasing. Mark the large groups 
first, and then the smaller ones, but avoid making such small subdivisions that the 
sense of the melody as a whole is lost. Memorize each melody. 
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Major Scales and Signatures 



1. 

2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 
10. 
11. 

1. 
2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 
10. 
11. 
12. 
13. 
14. 
IS. 
16. 
17. 
18. 



G is 2 of a Major scale. 
Bb is 4 of a Major scale. 
A is 5 of a Major scale. 
£b is 4 of a Major scale. 
D is 1 of a Major scale. 
D is 2 of a Major scale. 
D is 3 of a Major scale. 
D is 4 of a Major scale. 
D is 5 of a Major sceile. 
D is 6 of a Major scale. 
D is 7 of a Major scale. 



What is 6? 

What is 1? 
What is 3? 

What is 2? 
What is 5? 
What is 4? 
What is 7? 
What is 2? 
What is 3? 
What is 1? 
What is 4? 



• 

Answer: D. 

Answer: F. 
Answer: F#. 



C is the Dominant of what key? 

What is the Dominant of C? 

Bb is 4. What is the Tonic? 

A is 4. What is the Dominant? 

G is the Dominant. What is 3? 

G is 3. What is the Dominant? * ' 

Ab is the Dominant. What is the Tonic? ^ 

G is the Tonic. What is the Dominant? ^ 

3 of F is the Dominant of what key? ^ 

The Dominant of A is 3 of what key? 

A is the Tonic. What is the Subdominant? "• 

A is the Subdominant. What is the Tonic? ^ 

Bb is the Subdominant. What is the Dominiant? 

G is the Leading-tone. What is the Tonic? ' 

G is the Tonic. What is the Leading-tone? 

G is the Dominant. What is the Leading- tone? 

G is the Subdominant. What is the Leading-tone? 

Bb is 6. What is the Leading-tone? r 
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1. What Major key has the Signature 3#? 

2. What Major key has the Signature 4b? <c ^ 

3. What Major key has the Signature 2#? A 

4. What Major key has the Signature 3b? -^ ^ 

5. What Major key has the Signature 5#? ^ 

6. What Major key has the Signature 5b? A ^ 

7. What Major key has the Signature 2b? "^ ^ 
What is the signature of D? of E? of Eb? of C? of Db? of A? of Ab? 

ofG?ofGb? ^^' 4-^^ ^^ ' ^^ '">^^ ^l 

1. Start on A. Three of that is 7 of a key whose signature is—? 

2. Start on B. 5 of that is 3 of a key whose Dominant is-^ 

3. Start on C. 2 of that is 7 of what key? < ^ 

1. A whole tone above Gb is — ? ^ 

2. A Chromatic half-step below D is — ? ^ '^ 

3. A Diatonic half-step above A is — ? ^' ^ \ 

4. 3 of A changed enharmonically is 5 of what? ^ ^ . ^ 

5. The Dominant of Bb changed enharmonically is 7- of what? '1 

6. A is 7 of a certain key. Change this note enharmonically and it is 3 

of what key? ^ ^^ a^W 

7. What is a Chromatic half-step above G? Change it enharmonically. <f^ ^ 

What is the Diatonic half-step up? r t ^ 

1. Start on G. 3 of that (B), is 5 of (E), is 2 of (D), is 7 of (Eb). Change 

enharmonically (D#), is 3 of the key of (B) whose Signature is — ? 
Answer: Five sharps. .K 

2. Start on F. 4 of that changed enharmonically, is 7 of — ? 6 of that 

is 3 of^? Which is the Dominant of^^? -^ \ 

3. Start on A. This is 5 of-^ Which is 3 of a key whose Signature is— T 

4. Write a set of ten similar questions and answers on Major Scales and 

Signatures. 



Time-Values 
!• Finish putting in the bars in Example 1, and write all bars in the other examples. 
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2. Describe the time- values in each measure of the above. 
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3. Complete the time-values in each of the following measures, using either notes, 
rests or dots: 



i 



2 



8 



* J 
J 
J 

I J 

JTi I 



8 



J 
> J 



) 









«i 3 J 
4 

«2 



10 



J JTOJ j.'JJ 
J J ; 



tt8 

04 
15 
06 
117 

08 
10 

010 



J 

n 
J 

J. 

n 

J 



J . ^ 









*j n 
J ; 



02 

na 

M4 
115 
06 
07 
08 

oe 

010 




n 

IT 

II 
II 
II 
II 
II 
II 
n 
u 



4. Describe the time- values of the following examples: 

a4 J. J^J I iJ J. J^Jll/T^JTDi^J i^lJ J M 
4 

4 ^^ 

42J^J J^iJ^J i^ii^J -hiJTn-hyn 

4 --' -^ 



Phrasing 

Study the following melodies: 

1. Study form. 

2. State Signature and Key. 

3. State Meter and Rhythmic Design. 

4. Describe Time- Values, and recite them rhythmically. 

5. Draw plan of phrase-lengths. 

6. Memorize. 

7. Write from memory in a different key. 

8. State time consumed in studying each melody. 
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CHAPTER SEVEN 



Notation of Time-Values in Other Meters 
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In Chapter IV the time-values in 4, 4 and 4 meter were studied, the unit in 

each case being a quarter-note or rest. We shall now discuss time-values where the 
unit is a half-note or rest. 

The meter-sign 2 means that there are two pulses in the measure, each pulse 

being equal to a half-note or half-rest. 

The sign I indicates a measure of three pulses, each equal to a half-note or 

half -rest. 

In very early notation (sixteenth century) music in triple rhythm was indi- 
cated with the sign of a circle O. This was called "Tempus Perfectum," taking its 
name from the Three Persons of the Trinity. Music that was not in triple rhythm 

was indicated with a broken circle C- This was called "Tempus Imperfectum." 

In modern times, the sign C is used to indicate 4 meter; and the sign <f to 
indicate 2 meter. This latter is also called "alia hreve,' ' Brevis being the old name 
for a "short" note 3^ or 3^ the length of the Longa ("long" note). 

Some of the combinations of time-values in 2 (or(^) meter are: 
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These time-values would be described thus: 

Two- two meter. First example : One is a half-note, Two is a half-note. One 
and Two are a whole note. Fourth example: One is a half-note. Two is a quarter- 
dot and a quarter-note. Sixth example: One and Two are a whole-measure rest; etc. 

[41] 
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These measures correspond relatively to measures with the quarter-note unit, 
as follows: 



S 
2 



J J 
J J J J , 



I o 



II 
n 



4 



J 



J 



I O 



J J 

J . J> 



I 



J 
J 
J 
J 



II 
II 

II 



Some of the divisions in \ meter are: 



.J 



J 



J 



8 



J J J J J J 

jmrjTiJm 



.J J 

5 cl O 



. J 



o- II 

II 
II 
II 
II 



EXERCISE 52. Describe the time-values in each of the following melodies, 
and recite the time- values rhythmically, using syllable '*ta." 

EXERCISE 53. Mark phrasing and memorize each melody. Draw plan of 
phrase-lengths. ^^ 
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The eighth-note is also used as the unit of the beat. Meters of | and | occur 
(seldom \). The beats are evenly divided, as in meters of quarters. The two 
columns of | meter and 4 meter below are relatively alike : 

. J. 

J . J. 

j^ 7 Jill J. »= J i 
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EXERCISE 54. Describe the time-values in each of the following melodies, 
and recite the time-values rhythmically. 

EXERCISE 55. Mark phrasing and memorize the melodies. Draw plan of 
phrase-lengths. 
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All of the meters studied so far are called Simple Meters^ as the beats are 
divided into halves, quarters, etc. 

We now come to Compound Meters, where the beat is divided into three parts. 

The meter-signs are g, g and y, and the unit of beat is a "dotted quarter-note" J. and 

can be so called, as it here represents one complete beat. 

For example, take the following measure written in two different meters, 
although the time- values are the same in both : 

4 8 

In the 4 meter version, the dot represents the first half of the second beat; in 

the \ meter version, however, where each beat includes three eighths, the dot is part 
of the beat itself • Therefore in the first example we would speak of a * 'quarter-note and 
an eighth-dot." In the second example we would speak of a ''dotted quarter-note." 
That is, s meter usually represents two beats of three eighths each, and not usually 

six beats of eighths. The meter-sign might be written, 6 =2 J. In the same 

way, 9 : s J* and 12 -.a J* 
8 8 
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Some of the usual subdivisions in \ meter are: 

3 J -J • I 

.JT3]JT], 

• J 7 J y I 

These values would be described : 

First example : One is three eighth-notes, Two is three eighth-notes, One and 
Two are two tied dotted quarter-notes, or a dotted half-note. Fourth example: One 
is an eighth-note, a sixteenth-dot, a sixteenth-note and an eighth-note, T%vo is the 
same; etc. The rhj'thmical design is on the basis of two beats to the measure; all 
of the above have the rhythmical design One-Two, 

The time-values in g meter (exclusive of sixteenths) can themselves be recited 

rhythmically. In the above illustration they are as follows: 

Example 1, Three-ee-eighths, three-ee-eighths, | Quar-ter-dot, quar-ter-dot 
(or, Ha-a-alf-dot). 

Example 2, | Quar-ter-eighth, quar-ter-eighth, | quar-ter-dot, quar-ter-dot (or, 
Ha-a-alf-dot). 

A very usual grouping in g meter begins on the sixth eighth-note as follows: 

K.J J^ J II The rhythmic design would be described as beginning on the last third 

of Two and ending on the second third of Two; (counting each eighth, it begins on 
the sixth eighth, and ends on the fifth). 

Recited rhythmically, the time-values are: Eighth-quar-ter, eighth-quar-ter. 

EXERCISE 56\ Describe time-values in the following melodies, and recite 
time-values rhythmically, using syllable **ta.*' In the first five melodies, recite the 
time-values themselves. 

EXERCISE 57. Phrase and memorize melodies. Draw plan of phrase-lengths. 
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~> r- 



^ 



? 



■ I Ji I J p ! ■ J' I J. I 




ji I rn I I M ' I ' ' ^ 







/ 





I I I Mil I J II I' h 



^^ 



? 



h J J' I II I J ji 1 1 I'll I ' I 
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V — —-—\ r 





8 






^^ 



r pfrj i rrirx^ ^ 



» 







jjj i j j>j p ^^ 
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li 





If a beat in any meter with the quarter as unit (that is, in 4, 4 or 4 meter) is 
divided into three parts, the beat is called a triplet and the notes are written as follows : 

J J J J K J J k K etc. ; three eighths marked with a figure 3, or a 3 and 

a bracket, to show that the beat, instead of being divided simply in halves, is divided 

s 3 

into three parts: ^ J JJ] J /73 I J] /] I J II 

4 
In meters of halves (that is, in \ and \ meter) the triplet consists of three 

r — 3 — » f — 5 — » ^ 5 » 

quarters, as follows: JJJJ JJ>J 

In simple meters of eighths (that is, in | and | meter) the triplet consists of 



three sixteenths, as follows: 



3 



In each case the triplet consists of three notes of the denomination that is used 
when the beat is divided in half. That is: 

J = J J = jyj(notrr3) 

EXERCISE 58. Describe the time-values in the following melodies and 
recite the values rhythmically, using syllable **ta." 

EXERCISE 59, Phrase and memorize these melodies: 




^ i pj' i rrr^r i rr'P i ^JJJi.n 





i'J 'r r^ 'J J iJ J 



-O^ 
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Sometimes music in slow tempo is written with beats of six or nine or twelve 
eighths to the measure. The grouping of the notes is usually in triplets; that is, in g 
meter, the rhythmic design will be One-two-three, /owr-five-six not One-two, three- 
four, ^i;e-six. Music with six beats in the measure is also written in 4 meter. 

Examples of g, \ and g^ meter where each eighth is a beat, and of 4 meter, are 
given below. 

Largo.emesto 

m 





Largo 





Etwas langsam 



J J J J i r f 



^m 



^ 




^m 



b J IbJ iJ J. J. 



i J J H J 



5 



etc: 



EXERCISE 60. Copy and complete the first measure of each of the follow- 
ing examples, using notes, rests or dots: 



5 J d 1 v8 J ad ' 


, o- .8 >J^/, 


J..4>>;^j\ J „ 


* J J J J . «^ J J J J J . 




J./ J J^;^. J a 


J . <) . .. J J J ^ 


> . J3/^ 


J.. *h*h>/. J „ 


-D .■;; J . . J J ;) i ;i , 


1 o* •• J • J 1 


1 #• M J • ' • J • 


J J3J.7. . J J J J.J) , 


1 o- . i^i > 


1 J-i. 7 i i^i J « 


J 1 J ^ . .. J . > J J J 


1 o- ■ J3J3 


J... 7j^7r. J , 


J it J. >, 1 J 1 J J :•' 


1 0. . 7 ^•^z 


1 J* 11 J^J I~-4 1 J I 


J^ / J . . 


e m JJV . J. ..a J -J i^J /'4:_^J- " 


® J J^J /.J. hN j^j j^j /j^j. .. 


J 7 J J ^ ,1 1 J- " J -J -J • ' Jl^*"' " 


J . .) . . J. „ J .JJ J.JJ J .-Ji.J^J. .. 


^ /J /i J. 11 J tJ 7J >" 4:_^J- " 


mi^si . J- " J^J -^J J^*' 'JcJ'" 


^ j^^ / . J. " 
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12 J .J . -TT] J . ". 


o*ii6j J ^ J #«/ io*ii 


®J .mj .JT^. 


o* II o 00 J 1 0* " 


J . mj ..rjT, 


1 O* II J • 1 O* II 


J J^J J^J ^J ^ 


1 o- II JJ J Ji^ J JJ«'<^( o- II 


J . J . jn .\ . 


1 0« H Jo 4 . 7» « 0« II 


J . i ;j . J / 


1 o- " J f J -J J 1 o« II 


i^ir X m J . 


. 0. II i^J^JJJJ^ 1 0. II 



EXERCISE 61. Write four examples of each of the following meters: 

23462 3 3469 12 
44442288 88 8 

Which of the above meters are simple and which are compound? 

The question will be asked, "What is the difference between writing a piece 

in 2 or in 4 meter, when they are alike arithmetically?" 

The answer is that it is a matter of the number and speed of the beats that 
gives the rhythmic impression, not the number or speed of notes in the measure 
''Swanee River," for example, feels very different if it is played with two slow 
beats to the measure, instead of four moderately fast beats, even when the speed of 
its notes is the same. We can use as illustration the motions that a leader makes in 
conducting an orchestra. 



If the music has two beats to the measure, his ''beat" is: 



Down-Up 



Three in the measure is: 



8 




Down-Out-Up 



Four in the measure is: 




?z:3 



-^3 



Down-In-Out-Up 



Each of these indicates, of course, a rhythmic design beginning on the first 
beat of the measure. In 4 meter, for example, if the rhythmic design is Three-Owe- 
Two, the pattern of the conductor's beat will be Vp-Down-Out, because this beat 
coincides with these numbers. 

In every case the beat begins when the baton is at the number itself. For 
example, in 4 meter the first beat (commonly called the down-beat) begins when 
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the baton is at the lowest point, and carries over to 2. The second beat begins at 2 
and carries up to 3. The third beat begins at 3 and carries down to 1 again. 



a 

o 

8 
O 

r 




over to 



For example, the beats in "Ameiica** come as follows: 




Down to Out to Up Down to O'ut to Up, etc. 



As we have said, it makes a great deal of difference rhythmically whether a 
piece is played with two slow beats or four quick ones to the measure. This is true, 
even if the speed of the notes themselves is the same. 

To prove this, sing each of the following melodies, and swing the rhythm as in 

2 meter with two beats to the measure — '* Down-Up," one for each half-note. Then 

sing each melody again in 4 meter and swing four to the measure — **Down-In-Out- 

Up." Notice the difference in rhythmic feeling between the two versions. Even if 

the speed of the notes is the same, the second way (in 4 meter) will feel the faster, 

as our impression of speed comes from the rapidity of the beatSy rather than from the 
rapidity of the notes themselves. 




p 



i 




in ..II. 




' jj ii i iinMiiij i jjj.j i jj i 



Another interesting rhythmic point is, that the ear refuses to accept as a beat 
an extremely slow or extremely faist speed. 

Take zs example the Mendelssohn "Wedding March" quoted above (b). If 

it is played very fast (Metronome J: 200), the ear refuses to hear four separate beats 

of quarters, and substitutes a rhythm of two in the measure (Metronome J=ioo). 

This can be proved by playing the melody at different speeds while some one walks 
around the room in time with the playing. If the tune is played at a moderate speed 

(Metronome about Jri20), the walker will probably step four times to the measure, 
indicating a rhythmic impression of 4 meter. If a gradual accelerando is made, the 
steps will become faster and faster, until the walker is forced to drop back into two 
steps to the measure, indicating a rhythmic impression of 2 nieter. If the tune is 
played at this I speed, and gradually played slower and slower, the walker will come 
to the point where these steps are too slow to be recognized as single beats, and he 
will put in four steps to the measure again. 
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It is necessary, before playing a piece, to decide the number of beats and the 
rhythmic design. This is especially true in ensemble playing. Often when two 
people are playing together, it is easy to hear that, though they are playing at the 
same speed, each has a different rhythmic conception. 

For example, if a violinist and a pianist are playing together the tune beginning: 




and one of them means the rhythmic design \ Two-One^ and the other means the 

rhythmic design 4 Three-Four-Owe-Two, it will sound as though they were playing 

two different pieces — which, indeed, they are. 

In the same way, in playing a piece like Schumann's ''Reaper's Song," beginning: 




it sounds quite differently if we feel and count two in the measure, one for each 
group of three eighths, or six in the measure, one for each eighth-note. 

Composers frequently do not write in the meters in which the music is to be 
played, as they rely on the intuition of the performer to feel the rhythm through 

the spirit of the music itself. For example, many slow pieces in 4 meter are played 
with four beats to the measure, that is, as though the meter-sign were | (example, 

the slow movement of Beethoven's ''Sonate Pathdtique"), and many fast pieces in \ 

meter are played with one beat to the measure (example, Scherzo of Beethoven's 
Third Symphony). 

Many Critical Exlitions of the works of the masters exist, where the editors 
have tried to ''improve" the notation, so that the printed page shall look more as 
the music sounds. Notable among these is Riemann's Exlition of Bach, whiere even 
the bars are often changed, to conform more clearly with the rhythmic groupings. 
Both Riemann and Germer have edited the Beethoven Sonatas, and phrased them 
most carefully and minutely, in the endeavor to indicate by the manner of printing 
cis much of the musical meaning as possible. There are very many works of this 
kind which well repay careful study. It is most necessary, however, that the student 
shall realize that he is an interpreter of the spirit of the music he plays, and that 
he shall not acquire a purely pedagogical and critical interest in the way that musical 
ideas are put on paper. For it is the idea that is the matter of supreme importance 
and interest. 



CHAPTER EIGHT 
Intervals in the Major Scale 

An Interval is the distance between two tones or notes. 

Intervals are measured according to the major scale of the lower of these notes. 
That is, any interval whose lower note is D, is measured by the scale of D major. 
The interval itself, however, may occur in any key that contains the note D. 
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For example: ^ __ '-\ occurs in the keys of C, F,Eband Bb, but in each case 



would be measured along the line of D major, as D is the lower note. 

The number-name of an interval is found by counting the staff-degrees from 
the lower to the upper note, both included. 




« 



S 



=» 




are Thirds. ^ ffiP' * » ^ 



are Sixths. 



The smallest interval is the Unison, or Prime: 




xxr 



■Wl^ 



The largest interval in common use is the Ninth: 




jzir 



-o cr 



1 



Later, in studying Harmony, we shall find intervals of a Tenth, Eleventh, Thirteenth, 
etc. At present we shall include only the Ninth. Intervals larger than the Ninth 
are named as though they were within the compass of an octave; that is, from C 
up to any E is called a Third, from A up to any F is called a Sixth, etc. 




XT 



"* "thirds 




Sixths 



The interval from C up to D in the same octave is always a Second: The 
mterval from C up to D in different octaves is sometimes a Second and sometimes 



a Ninth: 




Second or Ninth 



Chromatic signs do not affect the number-names of intervals. Each of the 
following is a Sixth, because six scale-degrees are included: 




^o 



iE^ 



I 



zxc 



1 



EXERCISE 62. What are the number-names of the following intervals? 




5 



xc 



jlc 



Ts: 



^^ 



xc 



jOl 



m 



XE 



Xk. 



la: 







11 






^ 


— o 




-o — 




if 


o 






4rv 














^^ 






o 








^r 




*» 




— o— 


— o— 


o II 
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An interval is Major when the upper note is found in the major scale of the 
lower note. 




• 



9 



is major because F# belongs to the major scale of 



D. ^ 



is not major because B does not belong to the major scale of F. 

EXERGII^E. 63i Which of ,the following intervals are major, and why? 




, . r*\ .-^-^ Tf-^ ^ 



)! 'lo \ 



''a 1! Vi 



xc 



% 



3X 



■^^rrv- -^ 



Tr 



£ 



si 



v^ t. 

■< 



XE 






Some major intervals are called Perfect, as explained later. 

An interval is inverted up when the lower note is placed above the upper one : 




^ 



I inverted up becomes 




■rr 



An interval is inverted down when the upper note is placed below the lower one : 




3a: 



inverted down becomes 




XT 



The number-name of each interval, and that of its inversion within the 
octave, add up to 9. 

A Second inverted becomes a Seventh. 
A Third inverted becomes a Sixth. 
A Fourth inverted becomes a Fifth. 
A Fifth inverted becomes a Fourth. 
A Sixth inverted becomes a Third, etc. 




=ff 



XE 



XE 



XE 



XE 



Third Sixth Unison Octave Fifth Fourth 



In reciting intervals it is well to state whether the second note is above or 
below the first one. For instance, G w/> to C is a Fourth; but G down to C is a Fifth. 

EXERCISE 64. Give the number-name of each interval in Exercise 63, then 
invert each interval either up or down, and give the number-name of the inversion. 
Use the formula ''G up to Bb is a Third"; ''Bb up to G is a Sixth,'' etc. 

If ajter inversion, the upper note is in the scale of the lower note, the interval 
is called Perfect. 




-^ 



11 11 



XE 



are both perfect. 




W 



is in D major, but the inversion 




XE 



. is not in F# major, therefore neither interval is perfect. 
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EXERCISE 65.f Which of the following intervals are perfect? 




■4^ 



a o » ^ *Hi " 1,8 S 



The following are the intervals in the scale of C, from the first scale-degree 
to each of the others, within the octave : 




Ts: 



am O """ 



Per. Mai. Maj, F^. Pei . Maj^ Maj. Per. 

The perfect intervals are the Prime, Fourth, Fifth and Octave. The major 
intervals are the Second, Third, Sixth and Seventh. Hereafter, Primes, Fourths, 
Fifths, and Octaves will not be called major. 

EXERCISE 66. Name the perfect and major intervals above each of the 
following notes: D, Eb, G, Ab, Bb. 

Use the formula: D to D is a perfect Prime. 

D up to G is a perfect Fourth. 
D up to A is a perfect Fifth. 
D up to D is a perfect Octave. 
D up to E is a major Second. 
D up to F# is a major Third. 
D up to B is a major Sixth. 
D up to C# is a major Seventh. 

A Minor interval is a half-step smaller than a major interval. Any major 
interval may be made minor, either by lowering the upper note a half-step, or by 
raising the lower note a half-step. 

G up to A is a major Second ; so either G up to Ab, or G# up to A, is a minor 
Second. 

Ab up to C is a major Third; so either Ab up to Cb, or A up to C, is a 
minor Third. 

F# up to D# is a major Sixth; so either F# up to D, or Fx up to D#, is a 
minor Sixth. 

Bb up to A is a major Seventh; so either Bb up to Ab, or B up to A, is a 
minor Seventh. 

EXERCISE 67, Change each of the following major intervals to minor, 
either by lowering the upper note, or by raising the lower note, a half-step. The 
letter-names must remain the same. That is, G up to B is a major Third ; so G 
up to Bb (not G up to A#) is a minor Third: 




In the following example, the lower note of some of the intervals is not the 



..o.eora™.o.sc.e,.,.e^p.e:^^, 



To determine the name of such an interval, move the lower note a half-step 



down; that is, change flh{{8 ^^ BH 8 H * This latter interval is a major Third; 
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so G# up to B must be a minor Third. In the same way, we must change 

. This latter interval is a major Sixth; so, Fx up to D# 

must be a minor Sixth. 

Sometimes both notes must be shifted up or down before the interval appears 




in a familiar key. For example: 




is easy to recognize as a major Third, 




if we think of it as the same interval as /JL g I L each note being a half-step higher. 




Similarly, ^Im is the same interval as ( ^*» [| each note being a half-step lower. 




EXERCISE 68. Name each .of the fpllowing intervals: . 

"^ V-^ V^--^ Vr-*^ W-^ ^..^^ ' wC W-^ YW^^ 




^ 



« 



$ 



Efe 



v*^*^ 



XX 



& 



■^ 



31 



Im 



!::^ 



s 



xi: 



4^4)^ 



3£ 



If a major interval is inverted^ it becomes a minor interval. 



Example: 




becomes 



^ 




xz: 



If a minor interval is inverted^ it becomes a major interval. 



Example : 




t 



becomes 



■3X. 




^ 



EXERCISE 69. Copy each of the following intervals and write the inver- 
sion of each. Name each interval and its inversion: 

' ^** JUL a \\ ^,, — 




If a perfect interval is made a half-step larger, it becomes an Augmented 
interval. If a perfect interval is made a half-step smaller, it becomes a Diminished 
interval. 

The most common augmented interval is the augmented Fourth; and the 
most common diminished interval is the diminished Fifth : 




^ 



XT 



is a perfect Fourth; 




XE 



S 



£ 



TXL 



is an augmented Fourth. 




e 



is a perfect Fifth; : 




or 



o i^o - 



is a diminished Fifth. 



or 
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EXERCISE 70. Change each perfect Fourth to an augmented Fourth, and 
each perfect Fifth to a diminished Fifth : 

^^ ■^' .l,..Wi K°. 1i l& J „, I " III ' ^ 




If an augmented interval is inverted^ it becomes a diminished interval. 






Example: fi kt t " = becomes 




si: 



If a diminished interval is inverted^ it becomes an augmented interval. 




Example: Wi " ^^^becomes A . n 




e 



To summarize : 

A major interval is the distance from the keynote of a major scale up to 

the second, third, sixth and seventh step of that scale. 
A perfect interval is the distance from the keynote of a major scale to 
the first, fourth, fifth or eighth step of that scale. 
. jv ,,s *V. A minor interval is a half-step smaller than a major interval. 
* ^ ^ >n"^< ^ augmented interval is a half-step larger than a perfect interval. 

^' "^H^A^ ^" -^ • ^ diminished interval is a half-step smaller than a perfect interval. 
^'^ /v... * There are still other augmented and diminished intervals, which will be 
, ^,- . studied later. We have studied the following intervals: 
*" ' ^ ^3 ^ Perfect Primes. 

c^^ ^> ^ ^ Major and Minor Seconds. 

^-^ ^^ r \ Major and Minor Thirds. 

^ '' Perfect and Augmented Fourths. 

, Perfect and Diminished Fifths. 

Major and Minor Sixths. 
Major and Minor Sevenths. 
Perfect Octaves. 

All of these intervals occur within the major scale. 

The following is a complete list of all the intervals in the major scale. The 
scale of C major is taken as illustration, but the intervals are the same, of course, 
in all scales: 



PRIMES 




11 11 



3X=XE 



— — ^^ — o — O ^ ^ 

1-1 2-2 8-8 4-4 6-6 6-6 7-7 



All Primes are perfect. 



SECONDS 




T5 O- 



11 11 



11 11 



XT 



i 



1-2 2-8 8-4 4-6 6-6 6-7 7-1 

Major Seconds come between 1-2, 2-3, 4-5, 5-6, 6-7. 
Minor Seconds come between 3-4 and 7-1. 
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THIRDS 




^ ti o ^ ti 



11 c^ ^ 11 



i 



1-8 2-4 8-6 4-6 6-7 6-1 7-2 

Major Thirds come between 1-3, 4-6 and 5-7. 
Minor Thirds come between 2-4, 3-5, 6-1 and 7-2. 



FOURTHS 




xc 



" ■- ° o " i 



^ — ^ «9 

1-4 2-6 8-6 4-7 6-1 6—2 7-8 

All fourths are perfect, except that which comes between 4-7, which is an 
augmented Fourth. 




FIFTHS 

^ Ml O *■ 

o 11 Q^ ,, ** ^ 11 



m: ? o ■ ** 



^ 



1-6 2-6 8-7 4-1 6-2 6-8 7-4 

All fifths are perfect, except that which comes between 7-4, which is a 
diminished Fifth. 




SIXTHS 

^ at o ■» : 



x^ 



1-6 2-7 3-1 -4-2 6-8 6-4 7-6 

Major Sixths come between 1-6, 2-7, 4-2 and 5-3. 
Minor Sixths come between 3-1, 6-4 and 7-5. 

SEVENTHS 

= _^ o 11 O =^ 




<^» o " 



■^^ o ** 

1-7 2-1 8-2 4-8 6-4 6-6 7-6 

Major Sevenths come between 1-7 and 4-3. 

Minor Sevenths come between 2-1, 3-2, 5-4, 6-5 and 7-6. 



OCTAVES 

o tt. 




11 o 



" o " 



o ^ 

1-1 2-2. 3-8 4-4. 5-6 6-6 7-7 

All Octaves are perfect. 

It will be noticed that there is a relationship between the pairs of intervals 
within the scale that add up to nine; that is, between the Primes and Octaves, 
between the Seconds and Sevenths, etc. 

To summarize : ^ I / ^ 

1. All Primes and all Octaves are perfect. ^,^ t . 

2. Minor Seconds come between 3-4 and 7-1, all other seconds being :- 

major; therefore: 
Major Sevenths (the inversions of minor Seconds) come between 4-3 
and 1-7 (the inversions of the above numbers), all other Sevenths 
being minor. 
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3. Major Thirds come between 1-3, 4-6 and 5-7, all other thirds being 

^ minor; therefore: 
Minor Sixths (the inversions of major Thirds) come between 3-1, 6-4 
and 7-5 (the inversions of the above numbers), all other Sixths 
being major. 

4, All Fourths and all Fifths are perfect except the augmented Fourth 

which comes between 4-7, and the diminished Fifth which comes 
between 7-4 (the inversion of 4-7). 

All notes and intervals and chords express either rest or motion, and we can 
recognize them by this characteristic. The tone which expresses complete rest is the 
Tonic, 1 of the key. The other notes of the Tonic chord, 3 and 5, also express rest, 
but in a lesser degree. The reason for this will be discussed later in the Chapter on 
Overtones. The two most sensitive intervals in the key, that is, the intervals 
which express the greatest degree of motion, are the augmented Fourth and the 
diminished Fifth. The tones of these intervals have a strong tendency to move to 
the nearest tones of the Tonic chord. This movement of a tone towards a point 
of rest is called its Resolution. 

An augmented interval usually resolves to an interval larger than itself. The 
augmented Fourth usually resolves as follows: 

4 moving a half- step down to 8, and 
7 moving a half-step up to i. 

A diminished interval usually resolves to an interval smaller than itself. The 
diminished Fifth usually resolves as follows: 

7 moving a half-step up to i, and 
4 moving a half- step down to 8. 

EXERCISE 71. Copy and resolve each of the following augmented Fourths 
and diminished Fifths. Mark the key of each, and draw lines to show the direction 
of the resolution of the tones as in the first example: 






EXERCISE 72. Write all the intervals in the keys of D and of Bb. That 
is, write the seven Primes, seven Seconds, seven Thirds, etc., that occur in each 
key. Do not use signatures; put sharps or flats before the individual notes as they 
are required. 

EXERCISE 73. 

1. Write all the major Seconds in the key of A major. 

2. Write all the minor Seconds In the key of Eb major. 

3. Write all the major Thirds in the key of E major. 

4. Write all the minor Thirds in the key of C major. 

5. Write all the perfect Fourths in the key of D major. 

6. Write the augmented Fourth in the key of G major. 

7. Write all the perfect Fifths in the key of A major. 

8. Write the diminished Fifth in the key of Db major. 

9. Write all the major Sixths in the key of Ab major. 

10. Write all the minor Sixths in the key of Bb major. 

11. Write all the major Sevenths in the key of F major. 

12. Write all the minor Sevenths in the key of Eb major. 
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EXERCISE 74. Write five examples of each of the following intervals: 
perfect Prime, minor Third, major Seventh, minor Sixth, Major second. 

EXERCISE 75. Write the inversion of each of the intervals in the last 
exercise, and name each inversion. 

The augmented Fourth and the diminished Fifth can each belong to one key 
only. That is, the augmented Fourth can belong only to the key in which its 
numbers are 4 and 7. The diminished Fifth can belong only to the key in which its 
numbers are 7 and 4. All the other intervals, however, can belong to a number of keys. 

Minor Seconds occur between 3-4 and between 7-1. So, for example, the 
minor Second, E up to F, is 3-4 in the key of C, and is also 7-1 in the key of F. 

EXERCISE 76, In what two keys does each of the following minor Seconds 
occur? Give the numbers of the scale-degrees in each key, as in the first example: 




xr 



S 



XE 



ti P 



k 



IX 



XT 



G:3 - 4 
0:7 - 1 



Major Thirds can belong to three keys. For example: C up to E is 1-3 in 
the key of C, and is 4-6 in the key of G, and is 5-7 in the key of F. 

EXERCISE 77. In what three keys does each of the following major Thirds 
belong? Mark as in first example: 




EXERCISE 78. To what two keys does each ' of the following major 
Sevenths belong? Mark as in first example: 

^ — - 




t 



^ 



^ 



EXERCISE 79. To what five keys does each of the following major Seconds 
belong? Mark as in first example: 




XE 



XE 



I 



XE 



F :1 

C :4 
Blr.5 



2 
3 
5 
6 
7 



I 



XE 



XE 



If the tones of an interval are heard in succession, the interval is melodic. 
If they are heard simultaneously, the interval is harmonic. 

EXERCISE 80. Name the melodic intervals between each two tones of the 
following melody. Use the formula: 

E up to C# is a major Sixth. 
C# down to B is a major Second. 
B down to A is a major Second. 
A down to G# is a minor Second. 
G# to G# is a perfect Prime, etc. 
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EXERCISE 81. Name the intervals in the following melody. 




EXERCISE 82, Name the harmonic intervals between the lowest note and 
each of the other notes in the following chords. Use the formula: 

D up to A is a perfect Fifth. 
D up to F# is a major Third. 
D up to D is a perfect Octave. 
A up to A is a perfect Octave, etc. 




o t% 



30: 



TT. 



TSl 



XE 



:□: 



-^■ 



XX 



Ts: 



3x: 



-o- 



EXERCISE 83. 

1. A perfect Fifth above D is a major Second above — ? 

2. A major Third above Bb is the Dominant of — ? 

3. A perfect Fourth below D is a major Third above — ? 

4. A perfect Fifth below G is 7 of a key whose signature is- 



■? 



EXERCISE 84. 

1. Start on C; the Dominant of that (G), a major Third down (Eb), 

change enharmonically (D#), a diatonic half-step up (E), a major 
Sixth up (C#), is 7 of a key (D), whose Dominant is — ? Answer: A. 

2. Start on Bb; change enharmonically, a major Third down, a perfect 

Fourth up, a major Second down, a major Third down, a major 
Sixth up, is 7 of what key? 

3. Start on G; a perfect Fourth up, a major Third down, change enhar- 

monically, a major Sixth down, is 7 of a key whose Subdominant 
is—? 

4. Start on D; a major Third down, a major Second up, a perfect Fourth 

down, a minor Sixth up, changed enharmonically is the Leading-tone 
of—? 



EXERCISE 85. Write six similar chain-questions on scales, signatures, and 
mtervals. It is well to write the answer to each step, as in the first question in the 
previous exercise. Put six items in each chain-question. 

Intervals are classified according to their sound as follows: 

1. Perfect Consonances. 

2. Imperfect Consonances. 

3. Dissonances. 



Intervals in the Major Scale 
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The Perfect Consonances have a smooth, ''hollow*' sound. They are the 
perfect intervals, that is, the perfect Primes, Fourths, Fifths and Octaves. 

EXERCISE 86. Play the following perfect consonances very softly and 
deliberately, and listen to the quality of the sound. Listen also to the distance 
between the tones; that is, listen to the size of the interval, and be able to recognize 
them by ear, and to tell the name of each (perfect Fourth, perfect Fifth, etc.) when 
it is played. 




XT 



XE 






IZXE 



3De: 



xi: 



tnr 



3£ 



XE 



Tjr 



x> 



In greatest contrast to the perfect consonances are the Dissonances^ which 
will be studied next in order. 

The dissonances have none of the quality of smoothness. They are the 
harshest of the intervals, and they always demand a resolution. The dissonances 
are the major and minor Seconds, the major and minor Sevenths, and all 
augmented and diminished intervals. We will study first the Seconds and Sevenths. 
The size is very easy to recognize by ear. Minor Seconds are the next smallest to 
the Unisons, and can so be recognized. The other Seconds are major. 

Major Sevenths are within a half-step of the Octaves and can so be recognized. 
The other Sevenths are minor. 

EXERCISE 87. Play the following dissonances softly and slowly, and listen 
to the quality of the sound, and to the size of the intervals. Be able to name 
each interval by ear. 




S 



tsSSl 



IT 



^ 



=3°: 



XE 



m 






XE 



XE 



^&^ 



^OE 



TF 



On the piano, the sound and size of the augmented Fourth and the diminished 
Fifth are identical. That is, the augmented Fourth, G up to C#, is identical in 
sound with the diminished Fifth, G up to Db. It is only when these intervals are 
resolved that we can classify them by ear. As has been said, the augmented Fourth 
resolves to a larger interval, and the diminished Fifth resolves to a smaller interval. 

EXERCISE 88. Name the following augmented Fourths and diminished 
Fifths by ear (that is, when they are played), by noticing their resolutions. 




t 



t 



I 



XE 



^ 



m 



VL 



SE 



XE 



XE 



XT 



9<^ 



XE 



3CE 



IE 



t 



s 



EXERCISE 89. Name the following intervals by ear. Decide first whether 
the interval is a perfect consonance or a dissonance, and then decide which 
consonance or dissonance it is. 




XE 



* 



k 



O. 



XE 



XE 



XE 



XE 



£ 



IE 



XE 



S 



Trf>0- 



x& 



3KC 



g 



* 



XE 



^SCC 



XE 
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The other intervals are Imperfect Consonances. These intervals are not as 
smooth as the perfect consonances nor as harsh as the dissonances. 

The imperfect consonances are the major and minor Thirds and the major 
and minor Sixths. Major Thirds are easy to recognize as 1-3 of a major Scale. 
The smaller Third is, of course, minor. Major and minor Sixths are more difficult 
to distinguish. It is sometimes helpful, in determining these Sixths, to imagine 
the upper tone as a half-tone higher than it sounds. For example, if the given 



interval is 




XX. 



think how it would sound if it were 




This latter 



interval is a dissonance (minor Seventh), so the interval in question must be the 
larger of the two possible Sixths; therefore, we know it is a major Sixth. 



If the interval to be determined is 




^ 



XE 



and we "think'* the tone of 



the upper note a half-step higher 




xc 



we still have a consonance, so the inter- 



val in question must be the smaller of the two Sixths, and we know it to be a 
minor Sixth. 



EXERCISE 90. Name the following imperfect consonances by ear: 



s 






o- 



« 



XE 



H 



XT 



^ 



XE 



^^ 



XE 



In a major key the augmented Fourth resolves to a minor Sixth. The 
diminished Fifth resolves to a major Third. 

Exercise 91. Name each of the following pairs of intervals by ear: 




-€> 



XE 



XT 



O- 



-<V 



-O- 



H 



it 



IE 



-O- 



O « t* 



I 



3Z 






W^ 



« 



xx: 



t 



»« rr 



k 



IE 



X£ 



« 






In the following Exercise, all the intervals that we have studied are used. 
Think first of the general classification, whether perfect consonance, imperfect 
consonance, or dissonance. Then determine the Nuntber-Name; and last of all decide 
the kind of interval, whether major, minor, etc. 



EXERCISE 92. Name the following intervals by ear: 




xx: 
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W 



3EE 



■<V 
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<V 



in 



VasL 



o- 



s 
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CHAPTER NINE 
Overtones and Sympathetic Vibration 

Sound is caused by waves of air which are set in motion by some vibrating 



In the human voice, the vibrating bodies are the vocal cords. 
In wood -wind or brass instruments, the vibrating bodies are reeds, or the 
lips of the performer. 
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In the piano and in other string instruments, the vibrating bodies are the 
strings. 

The four principal parts of the action that produces tone on the piano are : 

1. Keys. 

2. Dampers. 

3. Hammers. 

4. Strings. 

While the key is being depressed, the damper, which has been touching the 
string, rises so as to allow the string room to vibrate. The action of the key forces 
the hammer to strike the string, and the string vibrates and produces the tone. 

The shorter the string is, the more rapid are the vibrations, And the higher 
is the pitch. The highest C on the piano is produced by a set of three short strings, 
each vibrating 4096 times a second. The longest string on the piano vibrates 26 
times a second and produces the tone of the lowest A. ''Middle C" vibrates 256 
times a second. 

Every musical tone is a "mixture" made up of a fundamental tone and its 
overtones sounding together. 

For example: if this C -V' on the piano is struck, it produces not only 

the tone of its own pitch, but also a number of higher tones called, variously, 
''overtones" or "harmonics" or "upper partials." These overtones are: 




Qve r ton ei 




-^•Fundamealal 

That is, this entire series of tones is sounding at the same time that the low C 
itself sounds. 

The reason of this is, that the string which is producing the low C has the 
power of dividing itself, so that its two halves shall vibrate, as though they were 
separate strings half the length of the string itself, and each half produces a tone, 
while the fundamental vibration is going on. 

Each of these halves is vibrating twice as fast as the entire string; and each 
half is producing a tone at the pitch of an octave higher than the fundamental. 
This is the first overtone. 



^ 



First Overtone 



-9- Fundamental 

The string is also dividing itself into three parts, each of which is vibrating 
three times as fast as the fundamental, and is producing the second overtone. 

4 ); J^ Second Overtone' 

^ Fundamental. 

The string is also dividing itself into four parts, each of which is vibrating 
four times as fast as the fundamental, and is producing the third overtone. 

•^ Third Overtone 




Fundamental 



es 
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Also into five parts, each vibrating five times as fast as the fundamental, and 
each producing the fourth overtone. 

^ ♦ Fourth Overtone 




-e> Fondam^tal 

Also into six parts, each vibrating six times as fast as the fundamental, and 
each producing the fifth overtone. 



Fifth Overtone 




Fundamental 



Also into seven parts, each vibrating seven times as fast as the fundamental, 
and each producing (faintly) the sixth overtone. 




Sixth Overtone 



Fundamental 



And into eight parts, each vibrating eight times as fast as the fundamental, 
and each producing the seventh overtone. 



Seventh Overtone 




-o- Fundamental 

There are still higher overtones, produced by still smaller subdivisions of the string, 
but they are too faint to be easily heard. 

This series of tones is the natural scale, the ''Scale of Nature." That is, any 
vibrating body, not necessarily a musical instrument, that produces a fundamental 
tone is also producing overtones. 

Overtones have a great deal to do with the character of tones. For example. 



the tone of the pitch 




j is produced by the same number of vibrations a 



second, when played on a flute, or a violin, or a piano, etc. But the predominance 
of the different overtones varies in these instruments, and this gives the tone a 
different timbre or quality in each case. 

The following diagram shows the vibration of the whole string, and the 
partial vibrations that produce the overtones. 




Vibrates 64 times a second. 




^' m Vibrates 04X2= 128 times a second. 




Vibrates 64X3= 192 times a second. 
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Vibrates 64X4^ 256 times a second. 




Vibrates 64X5^ 320 times a second. 



Vibrates 64X6= 384 times a second, 



Vibrates 64X7= 448 times a second. 



Vibrates 64X8: 5i2 times a second. 



It will be noticed that the tones produced by the fundamental C, are all C, 
E and G (with a faint Bb). In other words, every fundamental produces the tones 
which we call its Chord. The tone G will produce the overtones G-B-D. 





The tone Bb will produce Bb-D-F. 




^ 



(t^ t^ 



L 



m 



If the C an octave above the low C is taken as fundamental, the overtones 
will be produced in the same relationship, but each an octave higher than before. 




For example : : 




can be produced as overtone of ^' but not of V* t i 



which produces the E an octave higher. 

It will be noticed that the distance between each two tones of the harmonic 
series is smaller as we go higher in the series. 




^^ 




g -fc^' 



^ 
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That is: , 

From the fundamental to the first overtone is a perfect Octave. 
From the first overtone to the second is a perfect Fifth, 
From the second overtone to the third is a perfect Fourth, 
From the third overtone to the fourth is a major Third. 
From the fourth overtone to the fifth is a minor Third. 
From the fifth overtone to the sixth is a minor Third. 
From the sixth overtone to the seventh is a major Second. 

The minor Third between the fifth and sixth overtones, G and B flat, is in 
reality smaller than the minor Third between the fourth and fifth overtones, E and 
G; although this difference is impossible to demonstrate on the piano, on account 
of the method of tuning. 

It will also be noticed that the fundamental or Root^ C, occurs four times, the 
fifth, G, occurs twice, and the third, E, but once. 

We shall find later in studying chords, that the tones of the chords are 
strong in just the proportion in which they appear as overtones. The root is the 
strongest, the fifth next strong, and the third is the weakest of all. 

Sympathetic Vibration 

A vibrating string, or part of a vibrating string, has the power of setting 
in motion any other string, or part of a string, which vibrates at exactly the same 
rate of speed as itself. 

We have found that the first overtone of low C vibrates at the rate of 128 



times a second, and produces a tone at the pitch of ^E 



The string which itself produces this tone ^' m can set the first overtone of 

the low C into sympathetic vibration, without sounding the fundamental low C at all. 

Press down very gently the key ^ so that the fundamental does not 

sound. As long as the key is held down, the damper is raised from the string, and 
the string, or any part of it, is free to vibrate. While the low C is held down, strike 



the key V* m a short, sharp blow, thus: /^' m suu^ . In a moment, you will hear 



the first overtone of the low C sounding clearly, because each half of the lower string 
has been set in sympathetic vibration by the movement of the upper string, which 
vibrates at exactly the same rate of speed. Again hold down silently the key of low 
C, and strike in succession each of the keys corresponding in pitch to the 
overtones, in the following manner: 



i 



3t 



^ 



x21 



^KtVkx ifl mra 



and the fundamental will "pick up" the tone of each string. This single long string 
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is thus producing simultaneously all the tones of the chord, except the fundamental 
tone Itself. The fundamental can be produced only by a blow of the hammer that 
sets the total length of the string in motion. 

EXERCISE 93. Write (using both clefs) the overtones of the following 
fundamentals: 



^ 



TF 



^-^ 



XE 



b 



EXERCISE 94, Press down silently any low key on the piano, and produce 
the overtones of this fundamental, by striking in turn the keys corresponding to 
these overtones. 

As strings of correspondingly high pitch can, by sympathetic vibration, 
produce overtones from a low fundamental so also the overtones themselves can, 
by sympathetic vibration, produce the tones of these higher strings. 



Press down silently the key 




and strike the low C 




^ 



n: 



a short, 



^strike 



sharp blow. In a moment, after the sound of the fundamental has died away, the 



tone of !i?' m will be heard, because this string has been set in sympathetic 



vibration by the two halves of the low C, which vibrate at exactly the same rate 
of speed as itself. 

In the same way, press down the key J and strike again "^ "'^ 

7 strike 



the low C. In a moment the tone of "^'""^^ will be heard, because the string has 

been set in motion by the thirds of the low C. The strings corresponding to each of 
the other overtones can be made to vibrate in the same way. 

Press down silently the keys corresponding to all of the overtones (leaving 
out Bb) and get some one to strike the low C a quick blow, and the entire chord will 




be heard. 



^ 



m 



XX 



fioM- 



ttH^W- 



ftl dU W H 



•#>Strikt 



When the Damper Pedal of the piano is pressed down, all the dampers are 
lifted from the strings, and the strings corresponding to the overtones of any tone 
that is being played, begin at once to vibrate sympathetically. Strike softly any 
low key on the piano, then press the damper pedal, and listen for the increase of 
sound as the overtones set the corresponding strings in vibration. 
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EXERCISE 95, Hold down each of the following chords in turn, and 
produce the tones by striking the fundamental of each. Do not use the pedal. In 
the first three chords, both hands are employed, so some one else must strike the 
fundamental. In the l2ist three chords, only the four upper overtones are held dOwn 
(omitting the first and second), so that the student's left hand may be free to stride 
the fundamental baiss notes. 




s 



I 



i 



v 



o. 



XE 




1 



^^ 



sac 



As has been said, the string corresponding to the key 




can be set 



into sympathetic vibration by the vibration of the first overtone of the string 
^ ** i . In this case, each of the two halves of the string V' 



IS causing 



the string 




to vibrate. 



This same string 




can also be set into sympathetic vibration by 



the vibration of the second overtone of the string ^ 



xc 



. In this case, each 



of the three thirds of the string J^ >■ is causing the string 




to vibrate. 



This same string 




can also be set into sympathetic vibration, by the 



vibration of the third overtone of the string ^' '- . In this case, each of the 



four quarters of the string 2 



is causing the string 




to vibrate. 



The string 




can also be made to vibrate sympathetically, by the 



vibration of the fourth overtone of the string ^ 



i^ 



. In this case, each of the 
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five fifths of the string ^J' ' is causing the string ( ^ ^ to vibrate; and 




ich ^ 



so on, using all the fundamentals of which ^ q : is an overtone* /\ 




EXERCISE 96, Press down the key fl h o gently so as to raise the , 

\ ,j 

damper from the string. Strike the key ^' " " and listen to the vibration of " 



V-«* *"* 



*' >■• 




the string fik ^ which will be heard only after the fundamental vibration of 

y* " • has stopped. When the tone of ^ ^ ^ has died away, still hold down 

\ 

the key ' ffj ^ ^ and produce the tone by striking the key V* n . Still holding 





down the key A ^ produce the tone by striking in turn ^E 



vr 
EXERCISE 97, Ask som6 one to help in holding down silently all of these 

keys at once ^' *' o l " - Strike ffk p - and listen 



\,^ ^ - 



to the enormous quantity of tone of that pitch, that is being produced by the 
vibration of the parts of these lower strings. 



*J'' is producing it twice (each of its halves). 



V' tt ' is producing it three times (each of its thirds). 



y* _ : is producing it four times (each of its fourths) ; and so on. 

It will be noticed that the distance in pitch between each of these funda- 
mentals, IS exactly the same in inverted order ^ as is the distance in pitch between 



the overtones that are produced by a single string. That is, the string ^^ 



produces as overtones: 







Perfed 4tk 
ftcttU 



]Uj.fr4 



P t tf ti 4t]|(raaitllff BOM P) 
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And the overtone 



can be produced by each of the fundamentals 




O^ertoie 



Ocuiv« 



P c if e ctHh 



_, Perfect 4tl 

-sr^ . JIaJ.srd 
Mii.Sr4 ^ 

Perfect 4th ^Blttiag the note A Flat) 



EXERCISE 98a- The string 




on the piano can be made to vibrate 



by the blow of the hammer attached to the key. How else can this string be set in 
motion? Illustrate on the piano. 

EXERCISE 98b, Write the pitch of six fundamentals that can produce the 
pitch of 

EXERCISE 98c- How many times does the fundamental D produce the 1 
of its chord, that is, the tone D? How many times does it produce the 3 of its 
chord, that is, the tone F#? How many times does it produce the 5 of its chord, 
that is, the tone A? What has this to do with the study of Harmony? 




CHAPTER TEN 
Melodic Idioms 



idioms formed from the tonic chord. 

idioms based on tonal magnetism. 

exercises in recognizing melodic intervals. 

Idioms Formed from the Tonic Chord 

The three notes of the tonic chord can be placed in three different positions. 
The root may be the lowest note, or the third or the fifth may be the lowest 



note, as follows: 



i 



^ 



XE 



« 



H 



These positions are spelt as follows: 

The first, or root position, is spelt "C-E-G."' 

The second position is spelt "C-E-G on E," meaning that E is the lowest note. 

The third position is spelt "C-E-G on G," meaning that G is the lowest note. 

The chord is written in each case in what is called Close Position. That is, 
the root and third and fifth are placed as close together as possible. The following 
is Open Position, because there is room for an E between C and G; and room for a 



C between G and E: 
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The notes of each position can form six melodic groups, or Idioms, by arrang- 
ing the notes in different order. The following examples show the notes of the 
first position arranged in these six ways. 



^ 



z: 



1. Straight up, from the lowest note to the highest. 



I • 8 • 5 




^^ 



12. 



Straight down, from the highest note to the lowest. 



6- 8 • 1 



3 ? ^^•^s^^il 3. First 



the lowest note, then the highest, then the middle note. 



1-6-3 




^ 



^^-0 II 4. First the highest note, then the lowest, then the middle note. 



5-1-3 



m 



=^^ 



5. First the middle note, then the highest, then the lowest note. 



3-5-1 



^ \ ^ ^ I I 6. First the middle note, then the lowest, then the highest note. 



3-1-5 
The notes of the second position form the melodic groups: 




3±! 



S 



:s 




^ 



8 • 5 • 1 



1-6-8 8-1-6 



1-8-6 6-1-3 



^^"\. I '-s.,--^ 



6-8-1 



The notes of the third position form the melodic groups: 






^^ 



\. I's,>-" II 



1 - 3 



8-1-6 5-8-1 



8-6-1 



1-8-6 1-6-3 



EXERCISE 99. Sing each of the above examples very fluently, using num- 
ber-names; that is, ''One-Three-Five," etc. 

Be able to recognize the tones by number when they are played. 

EXERCISE 100- Write the Tonic Chords in the keys of F, G and D in all 
the above groupings. Sing each tone, giving the number-name, while you write 
the note. 

There are three positions, each having six melodic shapes, making 18 different 
examples in each key. Draw lines between the heads of the notes, as in the above 
examples, showing the shape of each melody. 

EXERCISE 101, Sing the following melodic groups fluently, using number- 
names. Sing One-Three-Five of the key first; then, think the pitch of the entire group 
before singing the first tone. 
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Idioms Based on Tonal Magnetism 



It was found in studying overtones that there is a natural mathematical rela- 
tionship between the tones of the Tonic Chord. 

As has been said, the tonic itself, the central point of the key, expresses 
finality or rest. The tones which are most nearly related to the keynote, that is, 3 
and 5, also express rest, though in a lesser degree. Many melodies begin, and most 
melodies end, on either 1, 3 or 5. Each of the other tones of the scale expresses 
movement, in varying degrees of intensity, toward the nearest tone of the tonic 
chord. 

In the great majority of melodies the scale-degrees move as follows, especially 
at the close of the melody: 

7 frequently moves a half-step up to 1. 

4 frequently moves a half -step down to 3. 

2 frequently moves either a whole step down to 1, or a whole step up to 3. 

6 frequently moves a whole step down to 5. 

This power of attraction that the tones of the tonic chord exert over the other 
scale-degrees, has been called Tonal Magnetism. 

Some of the most usual melodic idioms involving this fact are: 




1-7-1 



8-4-3 6-6-B 



1-2-3 



3-2-1 



EXERCISE 102. Sing each of the above groups, using number-names, and 
also letter-names. Be able to recognize them by number-names, and letter-names, 
when they are played. 

Most melodies to be sung, are written within the compass of an octave and 
a fourth; that is, from 1 to the octave 1 below, and to 5 below that. 
These notes can be represented as a "number ladder," as below: 



1 

7 
6 
5 
4 
3 
2 
1 
7 
6 
5 



Or, written on the staff, in the key of C : 




1-7-6-5-4-3-2-1- I-6-5 



A line under a figure means that the note is below the central 1. 

Using the notes within this compass, a number of three-note melodic idioms 
can be made, involving the progressions given above. 



The combination 



ination: ^5 



is frequently preceded by the other higher 



7-1 



scafe-degrees, as follows: 




^ 



r\ 



£^ 



not 



^r-" often 



/Ti. 



l-7-l 2-7-1 3-7-1 4-7-1 5-7-1 6-7-1 

as the upper 7 (B), tends to progress to the upper 1 (C). 



7-7-1 
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The same combination is preceded by lower scale-degrees as follows: 




The combination 
follows: 




i • 1 • t &.'!•% 



can be preceded by upper or lower notes as 



4*3 




t-4-8 2-4-3 8-4-8 5-4-8 6-4-8 5-4-8 6-4-8 7-4-8 



The combination: 




can be used as follows: 



6-5 




1-6-6 2-6-5 3-6-5 4-6-5 5-6-5 7-6-5 

These are, of course, only a few of the very many combinations of tones that occur 
constantly in melodies. 

It will be noticed that a melodic group which has a "double curve" 



is usually more interesting than one in which the notes progress 




5-2-1 




in a straight line, even tiiough the numbers are tiie same. 

5-2-1 

On the other hand, almost any succession of notes taken from the scale makes an 
excellent melodic line. 




1-2-8-4-5 6-6-4.-3 



7-6-5.-4 3-2-1 



EXERCISE 103. Sing all the above three-note groups (pages 74 and 75), 
using number- and letter-names. Be able to recognize them by number and letter 
when they are played. 

EXERCISE 104. Write on the staff in the key of G melodic groups formed 
by using the following endings, preceded by the other scale-degrees: 




7-1 2-1 2-8 4-3 6-6 



EXERCISE 105. Sing the groups written in the previous exercise, using 
number- and letter-names. 
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EXERCISE 106. Sing each of the following groups, using number-names. 
Think the sound of the entire group before singing it. Be sure of the pitch of One. 




EXERCISE 107. Sing the three tones of the Tonic chord and add one of the 
following endings: 7-1, 2-1, 2-3, 4-3, 6-5. Sing each example first, with a pause to 
take breath after the third chord-note, before singing the ending. Then sing the 
five tones swiftly, without pausing. For example: 



Sing 




1=^ 



3 



n 5 



? 



m 



then 



1-3-5, 7-1 




t 



J f r J J II 



1 - 3-6-7-1 



Si°g ^ 



Sing 




* 



"» 5 r 



f 



5 r 



f 



m 



then 



1-3-5, 2-1 




u 



f 



^ 



1-3-5-2-1 



1-3-5, 2-3 



iM='i-»° ^^ 



f 



^ 



3-5-2-3 



and so on, using all five endings. Then sing some other position of the chord, and add 
the endings to this position. For example: 



Sing 




* 



? 



» ^ 



then 



3-1, 7-1 




3-1-7-1 



Sing 




* 



1 > r 



f 



^ 



5 - 3-1, 



then 




t 



f 



5 - 3-1-2-1 



Exercises in Recognizing Melodic Intervals 

The following exercises are designed to give the student additional practice in 
singing intervals, so that he may be able to recognize them by ear. 

EXERCISE 108. Using the notes of the number ladder given previously, 
smg at some convenient pitch, from each number to each of the others in turn, as 
shown below. Use number-names. Make a pause ^ on the last note of each group, 
and end each section of the exercise with 5-1: 




_ I ^^r m \ m \ ^ \ I I I I =3t= 



1-2 1-3 1-4 1-6 1-6 1-7 1-1 1-7 



1-6 



i-V 



5 - 1 
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Then start from the note 2, and sing to each of the upper and lower notes in turn, 



ending 5-1. 





Then sing from 3 to each other note; and so on until all the intervals have been sung. 

EXERCISE 109, Sing the following groups, at some convenient pitch. 
Think the pitch of the entire group straight through before singing, then sing the 
group fluently. In other words, do not sing the first note or two, and then stop to 
find the next one. The object of this exercise is to learn to think each group as a 
whole, not as so many unrelated notes; just as in language, we think of a group of 
letters such as ''Cat" as one word, not as three letters; and we think of a group 
of words such as ''How do you do?" as one idea, not as four words. 

1.7-1, 1-2-3. 1-3-5, 1-5-3, 3-5-1, 3-1-5, 5-3-1, 5-1-3, 1-3-5-6-5, 1-6-5. 1-3-4-3, 1-4-3. 
1.7-1^.3, 1.7-1.6-5-7-1, 1-5-1, 1-5-6-5-1. 3-2.1-6-5, 5-6.5-7-1. 5-3-2-1, 5-3-2-1, 
1-5.3-1, 1-5-6-5.3-2-1, 5-7-1, 5-7-1-2-3, 5-7-1-3-5, 5-7.1-4-3. 1-2-3-4-5, 2-3.4-5.6, 
3.4.5.6-7, 4.5-6.7.1. 7-6-5-4-3, 6-5-4-3-2, 5-4-3-2-1. 

EXERCISE 110. Write from memory ten melodic idioms of four or five 
notes each, similar to those given in the last exercise. Write numbers, and sing 
the pitch of each number while you write. 

EXERCISE 111. Write on the staff each of the melodic idioms of the last 
Exercise. Change the keys frequently, and avoid writing too much in the key of C. 

EXERCISE 112. Sing the following, using number-names. Think before 
you sing, and be sure of the pitch of One. 





fc 



k 



k 




The following exercise is useful in developing the sense of tonality. The 
object is to be able to find at once, by ear, the Tonic chord of a key from any one 
of its scale-degrees. 

For example: Sing the note G, calling it 1, and follow it with its own 1-3-5. 

r\ 




.y/«^"One - - . One - three - five" 

Then call the same G 2, and follow with 1-3-5 of the new key, which will be 
the key of F. 




StfigfTwO'" One - three - five" 
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Then call the same G 3, and follow with 1-3-5 of the key of E flat. 




W 



^ 



i^iw^'Three — One - three - five" 

Then call this G 4. The progression from 4 to 1 is rather awkward, so we 
will follow 4 by 3, its nearest rest point, and then go to 1-3-5, now in the key of D. 

^tn^JTour - three — One - three - five" 
Then call G 5, and go at once to 1-3-5 of C. 





^ 



,ffrn^,"Five— One - three - five" 
Then call G 6. Go first to the nearest rest point, 5, then to 1-3-5, now in the 



key of B flat. 




W ' 

StHg:'Six - five— One - three - five" 



Then call G 7, and go to the nearest 1-3-5 up. (Key A flat.) 

^ 1^- 




£ 



1 



iSfn^/'Seven— One - three • five" 



This can be tabulated as follows: 



Same pitch 

1 

2 

3 



4-3 
5 — 



6-5 
7 — 



New key 

— 1-3-6 

— 1-3-6 

— 1-3-6 

— 1-3-6 

— 1-3-6 

— 1-3-5 

— ^-3-6 



EXERCISE 113. Sing from the above table very slowly and softly. Wait 
on the note in the first column until you feel the strong pull of the Tonic chord. 

This exercise can be developed by changing the number-name of 1 or 3 or 5, 
to a number in a new key, and proceeding at once to the new key. 

For example: Sing D as 2, then sing, 1-3-5 (C-E-G). Change the number- 
name of 5 to 3, and sing 3 — 1-3-5 (Eb — G-Bb). Change number-name of 5 to 4, and 
sing 4 — ^3 — 1-3-5 (key of F). Change number-name of 3 to 7, and sing 7 — 1-3-5 
(key of Bb), etc., as illustrated below. 




(7\ 



r\ 



^ 



[># \l^ 



/T\ r\ 



rs 



S 



iSiriv/Two-Oiie-three-five.Three-One-three-f ive. Pour-three— One-lhree-f ive. Seven-0ne4hreef iveJ.'eta 



Review 79 



CHAPTER ELEVEN 

Review 

Time-Values : 

1. Write three examples of each of the following meters: 
2_6_4_3_9_12 
2 8 4 8 8 8 

2. Put bars and meter-signs in the following four-measure phrases: 

»)j J. J ;J o /J J. J/'o . 

.J. iri/j- >r3;j /irj/j * / 
/J J /J J /rr3 J J /J J / ^ 

3. The time-values of familiar melodies are given below. Name each 

melody : 

» 2 J J J J. J^ J ietc. 'r^ '^^--1 ^ 



d 
e 



b 



e 



4 



e 



4 






4 J J. >J J J J J J Jl.L. ^^^-i--^w.. 



4 



4 



nj J J J Jl J J J I J«/c. D'.Cr-V"^ 



/ C '— 



x^ 



4. Write each of the following examples in time-values of the next smaller 
denomination : 



a 

4 



J J. J J J J. J .jrnj J J J 



« « J J ,JJ/3/5J J J ,J /1/7T], J . 

5. Write each of the following examples in time-values of the next larger 
denomination : 

r> 3 J J J J. ;^J ,J Jljl]. J. . 

c 4 J. ;',>j^j^;i,j rf], J „ 
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6. Put bars and meter-signs in the following melodies already studied : 




f 



etc. 



^=€tC. 



a 



7. Complete the following measures: d 



e 



e 



Intervals: 

1. Name the following jintervals^ 

■ LU 1 1>^ 



2 J o) 

4 '^ 

12 J. JJi J . >. 

I /n J 7 J J. 

8 J.. / J 

^ I . 

4 J... / J J 
4 






3X 



3r 



» 






^ 



2. Write and resolve the augmented Fourth in any three keys. 

3. Write and resolve the diminished Fifth in any three keys. 

4. How many major Seconds occur in the scale of D Major? What are 

they? 

5. How many minor Sixths occur in the scale of E major? What are they? 

6. Write an example of each of the following intervals: Major Third, 

perfect Fifth, major Sixth, minor Seventh. 

7. Name the following intervals. Invert each and name the inversion. 



^* l?ti 



ti a 



m 



^t™^ 



3r 



.j- 



*»" >•' 



'^' 5,^ ''-^; '-^ ' ■ L" 



1^ 



fe 



A. 



m 






.> 






•A 



'^ 



N *1 >^ 

8. A major Second above A is-^? 

9. A is a major Second above-^? 

10. B is a perfect Fourth above^^? 

11. What is a perfect Fourth above B? 

12. 3 of the scale of E is a major Sixth above-*-'^ 

13. A perfect Fifth above Eb, changed enharmonically, is the major Third 

of—? 

14. 7 of C is the Dominant of—? 
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15. The Dominant of D is a minor Second above a certain note which is 

3 of the scale whose signature is — ? x^' ^ w 

16. Start on B. A major Third up, changed enharmonically, is a perfect 

Fifth above a certain note.A^ A perfect Fifth below that is the Domi- 
nant of what key? G> .^ ^ r r^ 

17. Write the melody of "The Star-Spangled Banner" in the key of B|?. 

Name each melodic interval. 

Overtones : 

1. How is sound produced? 

2. What is a fundamental? 

3. What is an overtone? 

4. Describe the production of overtones. Illustrate, using D as fundamental. 

5. Describe briefly the production of tone on the piano. 

6. Describe the action of the damper pedal. 

7. What are the synonyms of the word "overtone"? 

8. What is sympathetic vibration? 

9. Describe the demonstration for producing overtones by sympathetic 

vibration on the piano. 

10. Write the overtones of ^ — and state the distance between each 

two overtones. |>^ 

Melodic Idioms: 

1. In how many melodic shapes can the following notes be placed? 




Describe and illustrate each position. 
2. Sing each of the following groups in as many shapes as possible: 




3. What is meant by Tonal Magnetism? 

4. Which scale-degrees have the quality of rest? 

5. Which have the quality of motion? What is a frequent melodic pro- 

gression of each of these motion tones? 

6. What does "resolution" mean? 

7. Write six melodic idioms based on Tonal Magnetism. 

8. Write the following melodic groups, each in a different key: 

1-7.1.6-5-7-1. 3-6-5-1-2-5-1. 

7.4-3-1-5-2-1. 5-3-2-1-5-4-3. 



Part Three 

chapter twelve 

Triads in the Major Scale 

A Triad is a chord composed of three notes — a root, its third, and its fifth. 
Triads can be built on any scale-degree; for example: 




8 H § n 8 



I II III rv V VI VII 
A Roman numeral indicates a chord whose root is that numeral. Example: 

I stands for a chord whose root is 1 (that is, 1-3-5). 

II stands for a chord whose root is 2 (that is, 2-4-6); and so on through 

chord VII. 

We found in the Chapter on Intervals, that the major scale contained 
different kinds of thirds, major and minor, and different kinds of fifths, perfect and 
diminished. We shall now find that the major scale also contains different kinds 
of Triads. These Triads are named from the kind of intervals of which they are 
composed. Both Major and Minor Triads contain perfect fifths, and take their 
names from the kind of third that they contain. 

The Triad on the first degree (I) C-E-G is composed of a root, a Major third 
and a perfect fifth, and is called a Major Triad. 

The Triad on the second degree (II) D-F-A is composed of a root, a Minor 
third and a perfect fifth, and is called a Minor Triad. 

The Triad on the third degree (III) E-G-B is Minor. 

The Triad on the fourth degree (IV) F-A-C is Major. 

The Triad on the fifth degree (V) G-B-D is Major. 

The Triad on the sixth degree (VI) A-C-E is Minor. 

The Triad on the seventh degree (VII) B-D-F is composed of a root, a minor 
third and a diminished fifth, and is called a Diminished Triad. The Diminished Triad 
contains a minor third, but takes its name from the kind of fifth that it contains. 

To summarize: In the Major Scale, Major Triads occur on the first, fourth, 
and fifth scale-degrees; that is, on the Tonic, Subdominant and Dominant, or, 
expressed in numbers, on I, IV and V. 

Minor Triads occur on the second, third and sixth scale-degrees; that is, on the 
Supertonic, Mediant and Submediant, or, expressed in numbers, on II, III and VI. 

The Diminished Triad occurs only on the seventh scale-degree; that is, on 
the Leading-Tone (VII). 

EXERCISE 114. Write all seven Triads in the keys of Bb, A, Eb, G, Ab, B, 
and mark each Triad either Major, Minor or Diminished. Do not use signatures, 
but set a sharp or flat before each individual note, as required. Below are die seven 
Triads of the key of D written in this way : 



i II U B H\ B "" ' 



If % 


■i^ . > .- -Mi^ 


t % Sl^ 


^^^^A* ~ -4^^^ 


X % IHHi 


■■■■^^^^^^^ft 


■■IBHBH 



11 III IV V VI VII 
[82] 
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EXERCISE 115. Recite all the Triads in the keys of F, D, Db, G, Bb, 
naming the kind of each Triad, whether Major, Minor or Diminished. 

In studying Intervals it was found that each major and minor Third belongs 
to several keys. So also, each major and minor Triad belongs to several keys. 

Major Triads occur on the first, fourth and fifth degrees of the Major Scale. 
Therefore, any Major Triad can be I of a Major Scale, and IV of another Major 



Scale, and V of still another Major Scale. For example, the Triad C-E-G Jf [^ 
is I of C Major, IV of G Major, and is also V of F Major. 





The Triad D-Fft-A A »„ is I of D Major, IV of A Major, and V of G Major. 



EXERCISE 116. Place each of the following Major Triads in three keys. 
Mark as in the first example, giving keys and Roman numerals. 



In r" I" " I II I a i«»a l ^8 i ^g 









EXERCISE 117. 

1. Spell the Dominant Triad in D. a ' *^ k 

2. Spell the Subdominant Triad in B. b G * i^: 

3. G-B-D is the Subdominant Triad. What is the Dominant Triad? A 

4. A.C#.E is IV. What is I? & o ^^ - 

5. V of G is IV of what key? A 

6. In what three keys does the Triad F-A-C occur? F j c ; t 



jj 






Minor Triads occur on the second, third and sixth scale-degrees. Therefore, 
any Minor Triad can be II of a Major Scale, or III of another Major Scale and VI 




of another Major Scale. For example, the Mmor Tnad D-F-A eP " is II of 

Bblll 
FVI 

C, III of Bb, and VI of F. The Diminished Triad belongs only to one Major 
Scale; that is, to the scale where it is VI I. 

EXERCISE 118. Place each of the following Minor Triads in three keys. 
Mark as in the foregoing exercise, giving keys and Roman numerals. 




II HB I J i ll II B ll.ll 1«B l i 



Any Major Triad may be made Minor by lowering its third: 



> I 




^= becomes ^^S 
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Any Minor Triad may be made Major by raising its third: 




H becomes 




This change from Major to Minor, or from Minor to Major, is called a change 
of Mode. 

EXERCISE 119, Copy the following Triads, then change the Mode of each. 
Mark as in the above example. 




I \H l |!-B iJll I a I HI i^ 



ft 



il 



^m 



Any Minor Triad may be Diminished by lowering its fifth; 




becomes 




S 



VII of C 



If a Major Triad is to be Diminished, the major third must be lowered to a 
minor third, and the perfect fifth lowered to a diminished fifth. 



^ 






becomes 



t) " 




E 



% 



VIIofEV. 



EXERCISE 120. Copy the following triads and change each to a Dimin- 
ished Triad. State the major key to which each Diminished Triad belongs. 




5 



i§^ 



S 



s 



5 



^ 



CHAPTER THIRTEEN 

Tonic and Dominant Triads Used Melodically and Harmonically 

Not all of the triads are equally important, or occur with equal frequency in 
music. By far the most important and frequent are the Tonic and Dominant Triads. 
The Tonic Triad is composed of 1, 3, 5, and the Dominant of 5, 7, 2. Any 
chord can appear in three positions; therefore, these two chords can appear as follows: 




The relative placing of the notes of any chord can be shown clearly by 
writing the scale-ladder complete, and cancelling with a line all the numbers that 
do not belong to the chord. The numbers that remain uncancelled will show the 
placing of the chord-notes in all three positions. 
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For example, in the first column below, all the numbers of chord I, that is, 1, 
3 and 5, are left uncancelled. In the second column, all notes of chord V, that is, 
5, 7 and 2, are left uncancelled. The third column is the same as the first. 



t Jf 1 
j^ j& j^ 

5 5 5 



If spaces are left, instead of 
cancelling the unused numbers, 
'wehave: 



8 
1 

5 
I 



2 Jf 
Jt 1 

7 y 

Jk Jk 
5 5 
V I 



5 
I 



-5- 
V 



-5 
I 




Written on the staff in the key of C, these notes are: 



These examples show the horizontal relationship between the notes of the two 
chords. For example, the note 5 occurs in both chords, and is at the same level in 
each. The nearest note to 1 horizontally is 7, and the nearest note to 3 is 2. 

If the tones of a chord are sung or played one at a time we have a Broken 
Chord. The following, or any other similar arrangements of chord-notes, form 
broken chords. 




i J^rriQJir j ^ 



^ 



Broken-chord melodies can be made from the notes of the Tonic and Domi- 
nant triads. Take the upper group of three notes from each column, and sing as 
a melody, beginning with the upper note of each group. Written on the staff this 



melody is: 




^^ 



1-6-3 7-5-2 



1-5-3 



The middle group of three notes from each column forms this melody: 




6-3-1 6-2-7 5-3-1 

And the lowest group forms this melody: 



I * ^- 



3-1-5 2-7-5 3-1-5 



EXERCISE 121. Sing each of the above broken-chord melodies, using 
number-names. Sing at any convenient pitch. 
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EXERCISE 122. Play each of the above melodies in the keys of G, F, D, 
and Bb. Sing the number-name of each note while you play it. 

The notes of these same chords can be made into more interesting melodies, by 
dividing the beats, repeating notes, etc., always keeping the same relative melodic 
shape in each chord. 

For example, using the notes ^^/® we can make from the first column the 



melody - ^1 J ' j ^ J ' J."3- J- Using the notes of the second column, this 



13 5 8 111 



melodic shape is 



f jj^j 



jn I I . The third column is the repetition of the 



7 2 5 2 7 7 7 

first. The tune, then, is complete as follows: 



JiJ'jijjjijj'j'jjj'ji'iijjii 

I V I 



If the first group is Ch I [ < l^ J^\ ^ ^ 1. ^^ nearest notes hori- 



115 3 5 8 1 



zontally in the second column are 



: ^P 



m 



5 



7 7 5 2 5 2 7 



If the first group is 




the second is 




f 



8 5 18 5 



2 5 7 2 5 



and so on. 



EXERCISE 123. Complete each of the following broken-chord melodies, 
using the chords I and V. Sing the pitch of each note while you write. 

1 




^h ^ i}i.\ \ K \ ^. \\i 



S 




^ 



^^m 




3 



i 



3 



% 



^m 



r i r J I f 



^ 



h rJJl i rJJ] 





? 



h |J I J J-J I 



J i J i 



^ 
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EXERCISE 124. Write four original broken-chord melodies of a similar 
character. Sing the pitch of each note while you write. 

These same groups of notes can also be treated harmonically. If they are played 
together, in the key of G, these chords are formed : 




s 



i 



« 



TT 



•\,/' 



The first group, expressed in figures, is: 6- 

The note D contained in both chords is called the Common Tone. It occurs 
in the same relative position in each chord. In the first group, D is the middle note 
of each chord. In the second group, D is the highest note of each chord. And in 
the third group, D is the lowest note. 

If the first group were sung by three people, the upper voice would sing the 

^ i 



melody 






The middle voice would sing 



ing: gTr 



and the lower voice would sing: 




i 



An excellent way of developing the sense of harmony, is to sing one voice of a 
chord-progression, while playing the other voices. This should be done very slowly 
and softly in order to feel the chord changes. The student must be careful to sing 
in perfect tune. One of the most frequent causes of singing out of tune is, that the 
student does not hear his own voice accurately; that is, he does not hear the pitch of 
what he is singing. The following simple device is of help in focusing the attention 
on this point. Repeat a short sentence aloud ; then close both ears with the finger- 
tips, repeat the sentence again, and notice how very much louder the voice sounds 
when the ears are closed. Experiment also by speaking or singing while closing one 
ear only. If difficulty is experienced in singing in tune in the next two Exercises, 
practise as follows: Play with the right hand, and close the left ear with the finger- 
tips of the left hand, while singing as directed. Notice how very easy it is to hear 
the pitch of what you are singing, and thus to correct faulty intonation. 



EXERCISE 125. Play these chords 



if 



z 



x^ 



« 



and while you 



play, sing the upper melody, 1-7-1. Then play the chords again, and while you 
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play, sing the middle melody, 5-5-5. Then play once more, and sing the lower 
melody, 3-2-3. Do this very softly and deliberately, and be sensitive to the ''pull" 
of the tones. Notice how strong an upward tendency there is from 7 to 1. Notice 
especially the difference in feeling between 5 in the first chord, where it is the fifth 
of the chord, and 5 in the second chord, where it is the root of the chord. 

After singing these melodies while playing all three voices, practise singing each 



voice in turn while playing the other two voices. That 



is, sing: A ^ 



sx. 



while playing the two lower voices 



ices: ^^ 



^3. Then sing the middle voice, 




* 



P F = ^ II while playing the outer ones: Tg-* 




9- 



2: 



. And 



lastly, sing the lower voice, 




* 



( g J ""Q|| while playing the upper ones 




t 



M 



EXERCISE 126. 

Practise each of the other groups, 




* 



s 



^A€F 



« 



in all the above ways. That is, sing each voice across, while playing the other two 
voices. 

The names of the four voices used in vocal music are : 






\ 



Highest voice. Soprano. 
Next lower voice, Alto. 
Next lower voice. Tenor. 
Lowest voice, Bass. 

The Root of each chord may be played in the bass with the three upper voices 




as follows: 



^ 



XE 



« 



XE 



B 



3 



zz 



s 



31: 



f 



i 



ICC 



^ 



3X 



I 



I 



It will be noticed that in chord I the root C in the bass duplicates C in the 
soprano; and that in chord V the root G in the bass duplicates G in the alto. This 
duplication is called doubling. It was found in the chapter on Overtones, that the 
strongest tone of any chord is its root. The root, therefore, is the tone that is most 
often doubled. 
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EXERCISE 127. Play the triads I, V, I, connecting them as in the above 
example. Use four voices, and play in all three positions. Play in the keys of 
C, G, D, F, Bb. 

EXERCISE 128. Play these same chords and sing the roots. Sing the root- 
notes an octave higher than they are written, as this brings the tones within the 



compass of the singing voice. That is, if the bass is ^* J 



jz. 



xc 



I sing it in 



the upper octave, 




^ 



. Use number-names, "one, five, one," in 



• . 



smgmg. 



EXERCISE 129. Write the triads I, V, I, connecting them in three positions 
in the keys of G, A, E flat. Use signatures. Place roots in the bass; set the three 
other voices in close position in the treble. Figure chords with Roman numerals. 



EXERCISE 130. Complete each of the following exercises, using the nearest 
position of the upper voices. 




m 



^ 



1^ 



fe 



u. 



i 



t — ri 



■^ 



It. 



h. 



^ 



9 &■ 



I V I 



I V I 



I V I 



I V I 



Almost every melody implies some harmony. If we play the tune 
:Wi f (^ I " 11 very deliberately, we can feei that something changes at the 

I 7 X 

note B beside the B itself. There are many ways in which this melody can be 
harmonized, but if we use only the two chords which we have been studying, we 
would harmonize C with chord I, and B with chord V. If we sing the two nearest 
broken-chord- tones below each melody-tone, we have, as at the beginning of the 



chapter. 




•' .1 ir •' j4F 



5 



Example A 



If the melody is 



i r r I r r i r 



3 2 3 2 7 

broken chords beneath each melody-note will be: 

Example B 



r I p fl the notes arranged as 



1 




^ 



2 



r .1 ir r J r ^^ 



^EE 



EXERCISE 131. Sing this melody as in Example A, above. Then sing it 
with the underlying harmonies, as in Example B. 
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EXERCISE 132. Sing each of the following melodies very slowly. Then sing 
each melody again with the underlying harmonies, as in the last exercise. Use only 
the tones of the Tonic and Dominant chords. 



i 




TJr 



r r r 1 1" » r ^ I f i r r ^ i r ^ 




EXERCISE 133. Sing, as in the previous exercise, the following melodies, 
which are written in figures instead of on the staff. Sing each melody through 
slowly, then sing each melody-tone, and the two nearest harmonic tones beneath it. 



13|23|27|1 
3 117 112711 



EXERCISE 134. Write the harmonization of each of the melodies in the last 
two Exercises. Use the key of B flat. 

It will be noticed that, in many of the above melodies, the Tonic chord or 

the Dominant chord is used in two positions in succession, as 

1 3 or 7 2 

There has been no difficulty as to the choice of chords, because each melody- 
note has belonged to only one of the two chords. We have used as melody-notes only 
1, 2, 3 and 7. 





The melodic note 5, however, can be harmonized as part of chord I 




^ 



or as part of chord V 




. The question arises, when to use I, and when to use V. 



If the note 5 is repeated in the melody, it is better to harmonize one 5 with I, and 
the other 5 with V: 

I V V I 

If the melodic interval between any two notes is greater than a second, it is 
better, when possible, to keep the same chord beneath both notes. For example, in 




the following 



in., fe 



zz 



the skip 5 up to 2, being greater than a second, is 



better harmonized with chord V under both notes 




^ 



g 



than with I 



V V 



I 



under 5, and V under 2. 




I V 
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In the same way, the melody 




-^7-| would be harmonized with I under 



3 5 5 5 

3 and the first 5, not with I under 3 and V under 5. 




I I V 



I not I V I 



I 



/ 



In the last example 




-g F^Hl the last two chords sound 



badly, placed as they are, with the bar coming between the repeated I and I. This 
involves the discussion of rather a difficult subject; that is, the relation of chord- 
change to rhythm. 

In the above example the succession of the chords themselves is not wrong. 

It is this succession of chords in \ meter, that is wrong. To make this point clear, 

play the following succession of chords, and decide what the most obvious rhythm 

of each example is, and where the bars should be placed. 





It will be noticed that the harmony (that is, the chord itself, not merely the 
position) changes every two chords in the first example, and every three chords in 
the second example. The ear feels this harmonic change, and instinctively supplies 
a rhythmic pattern that agrees with the chord-change. That is, we feel that the 

first example is probably in \ meter, though 4 is possible. 



J'4 g j i J -j 



z 



is better than 




In the same way, the second example is probably in 4 meter, though 4 is 
possible : 

is better than 





We notice, therefore, that the harmony changes on the first beat of the 
measure; that is, that the new measure begins with a new chord. 

We do not mean to say that the first beat of the measure occurs whenever 
there is a new chord. One measure may, of course, contain a number of different 
chords, as in the following (from Schumann's Symphonic Studies) : 



^^ 
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Also, one chord may be continued through a number of measures, as in the 
Prelude to Wagner's opera ''Rheingold," where the tonic chord of E|? is held for 
136 measures without change. 

But, as a rule, if the chord changes, it does so on the first beat of the measure; 
because, as has been stated, the ear feels the importance of the change of harmony, 
and feels instinctively that the new chord probably comes on the important strong 
beat of the measure. The student can of course find many examples where this 
does not hold good ; but there are so very many more examples where it does occur, 
that it is safe to state it as a generalization. 

A chord which continues during an entire measure, even though the position 
of the voices changes, may be continued "over the bar" into the next measure, as 




in the following example in \ meter: 



^ 



'H J J i 



m 



i 



* 



i 



I .1 



I. v 



I 



t 

This same succession of chords makes perfectly good sense in 4 meter also, but 



the phrase now sounds incomplete: 




I I I 



V I 



A chord which is introduced on the last beat of a measure is usually not 
repeated over the bar into the next measure. So, this succession of chords, V V I I, 



is more intelligible in I meter 




^^ 



^ 



^^^- (because now the change of 



V V 



I I 



chord from V to I comes on the strong beat of the second measure) than in \ meter, 
where chord I is introduced on the weak beat of the first measure, and then repeated 




over the bar in the second measure, 



m 




i 



^ 



V V 



I 



Z 



I. 



etc. 
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EXERCISE 135. Put bars in the following examples. Figure each chord. 
12 3 




•r 



EXERCISE 136. Write the harmonization of the following melodies, as in 
the first two examples below. Observe the following rules: 

1. If melody moves by an interval greater than a second, repeat the same chord. 

2. If melody-note repeats, change the chord. 

3. Changie the chord on the first beat of each measure. 

4. Sing the tone of each note while you write it. 





5 



r i r ^ I -' 



^^ 




EXERCISE 137. Sing each of the above melodies, and the broken chords 
beneath each note. 

Cadence means close or ending. The word "cadence" comes from a word 
meaning ''fall,'! and was first applied to the fall of the voice at the end of a sentence. 
The ending V I is called the Authentic Cadence. A Cadence is called Perfect when the 
root of the Tonic chord is in the Soprano. If the Third or the Fifth of the Tonic 
chord is in the Soprano, the Cadence is called Imperfect. 

Perfect Authentic Cadence 




« 



XT 



^ 



XE 



XC 



« 



IE 



TL 8 


I Auineniic 
-41 


uaaences 


1 


gp o 


o 
ti 


— o 


=^== 

-= 



I 



EXERCISE 138. Play the Perfect Authentic Cadence in all keys from C to 
F Snarp, and from G flat to C. Use the same fingering for all keys; that is, finger 
all keys as the key of C is fingered below. Play through the entire series of keys in 
perfect rhythm, going from one key to the next without stopping. 




J 



I 



^ 



TT 



xc 



XE 



i 



t 



P 



I 



-w 



i 



s 



^ 



P 



i 



s 



etc. 
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EXERCISE 139. Play each of the Imperfect Authentic Cadences in all keys 
from C to F sharp, and from G flat to C, in the same manner as explained in the 
previous Exercise. 




4 
i 



^ 



^m 



s 



3X 



t 



t 



f 



« 



ete. 



II 



EXERCISE 140. Play only^the right-hand part of the Perfect Authentic 
Cadence, and sing the root letters instead of playing them with the left hand. 
That is, while you are playing the three upper voices, sing the root letters an octave 
higher than they are played by the left hand. Example: 

Play 




-9 



xc 



» 



Ht 



i 



t 



i 



jOl 



« 



G etc. (through all keys). 



CHAPTER FOURTEEN 

Dominant Seventh-Chord 

Next in frequency to the Tonic and Dominant Triads we find another chord 
whose root is also the Dominant. 

This chord is formed by adding the interval of a Seventh to the Dominant 



Triad, as follows: 




becomes 




The Dominant Triad is a major triad, and the added seventh is a minor seventh. 

Major triads, we found, can belong to three major keys. The Dominant 
Seventh-chord, however, can belong to one key only; that is, it can belong only to 
the key of which it is the Dominant. For example, in the key of C, the Dominant 
Seventh is composed of the notes G-B-D-F. As the B is a natural, the chord 
cannot belong to any flat key, because B flat, not B natural, occurs in all the flat 
scales. And, as the F is a natural, this chord cannot belong to any sharp key, 
because F sharp, not F natural, occurs in all the sharp scales. This chord therefore 
belongs only to the key which it dominates. It contains the characteristic 
diminished fifth from 7 up to 4 which was discussed in the chapter on Intervals. 

This chord is called the Dominant Seventh-chord not because it contains the 
leading-tone (7 of the scale), but because it contains the interval of a seventh above 
its root, the dominant. 

Care must be taken to distinguish between the various uses of figures in 
musical terminology. 
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To review: Figures indicate three diflferent things. 

1. A single figure, such as 5, refers to a melody-note — in the key of C, the 



note G: 




2. A Roman numeral, such as V, refers to a chord whose root is that number- 



in the key of C, the chord V: 




s 



3. The number-name of an interval is also expressed by a figure. The 5th 
of the above chord is the fifth note above its root. This fifth, however, is the note 
D, which is the second degree of the scale of C. So, the 7th of the Dominant 
Seventh (or V7th chord) in the key of C is the note F, which is the 4th degree of 
the scale of C. 

Seventh-chords can be formed on all scale-degrees by adding a seventh to 

8 n T 



each triad 




^ 



i 



The V7 is much the most 



IL 



III- 



rv. 



VI7 V117 



important, and is the only one that will be studied now. 



Seventh-chords are composed of four different notes. The spelling conforms 
to the formula of letters already given; that is, C-E-G-B-D-F-A. There are seven 
possible four-letter combinations, each beginning on the last letter of the previous 
group. They are: 

C-E-G-B 

B-D-F-A 

A-C-E-G 

G-B-D-F 

F-A-C-E 

E-G-B-D 

D-F-A-C 



tions. 



EXERCISE 141. Spell fluently from memory the above four-letter combina- 
EXERGISE 142. Write the V7 chord, as in the example given below, in all 

3^ 



major keys. Do not use signature 




m 



CYi 



GV7 



D V7etc. 



EXERCISE 143. Spell aloud the Vv chord in each major key, being careful 
to put in the correct sharps or flats. 

When the V7 chord is connected with the Tonic triad, it is easier to resolve 
the V7 chord if one of its four notes is omitted, so as to have only three notes to 
use in conjunction with the three notes of the Tonic triad. The note that is best 
omitted is the fifth of the chord, that is, 2 of the scale. 




m 



instead of 
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The root, G, cannot be omitted, because it is the fundamental tone of the chord. 
The third, B, cannot be omitted, because it is one of the characteristic motion 
notes of the Dominant chord. The seventh, F, cannot be omitted, because without 
it the chord is a simple Dominant Triad. 

The figures of the Dominant Seventh-chord in three positions can be arranged 
in a vertical column, as the triads were treated in the last chapter. The fifth of 
the chord (2 of the scale) has been omitted. 



5 

4 



V7 



■■^m 



t^ 



Written on the staff in the key of C the notes are 

EXERCISE 144. Practise singing all the intervals in the above column. 
Sing, from each number, to each of the others in turn. 

EXERCISE 145. ^ 

What is the interval from 5 up to 7? ^ 

What is the interval from 5 up to 4? "^ 

What is the interval from 7 down to 4? '^ 

What is the interval from 4 down to 5? 

The interval of a major second occurs between what two numbers? ^ 

The interval of a diminished fifth occurs between what two numbers? ^'^ - 

The interval of an augmented fourth occurs between what two numbers? M ^ 

EXERCISE 146. Sing each position of the chord in six melodic shapes, as 
follows : 



Upper group 



•1 




457 754 475 745 574 547 

Middle group a Lower group 




el — ^ip^ 



5 7 4*475 etc. 

On account of the very sensitive interval between 7 and 4, this chord is 
much more strongly attracted than the Dominant Triad towards the Tonic. The 
Dominant Seventh-chord is frequently used to precede the Tonic at the end of a 
phrase or sentence, and establishes the feeling of movement towards the point of 
rest. A phrase will seldom end on the Dominant Seventh-chord, but will often 
end, as we shall find in writing couplets of phrases, on the Dominant Triad. 
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The column of figures of the Dominant Seventh arranged in conjunction 
with those of the two triads already studied is as follows: 




Written on the staff 




5 6 6 6 

I V V7 I 

The V7 chord can be introduced in broken-chord melodies. The upper 



groups of three notes form the melody: 




Jj i rJjir J J i r ^ 



153 752 754 153 



The middle groups form the melody: 




Jji U iil J J 



J I ^JJ I ^JJHJj 



. The 



531 527 547 531 



lower groups form the melody 



: ^^ 



315 275 475 315 



EXERCISE 147. Sing the above broken-chord melodies from memory, 
using number-names. 



EXERCISE 148. Write the above broken-chord melodies from memory in 
the keys of D, B flat, G, F, A, E flat and F sharp. 

The V7 chord, if introduced in the broken-chord exercise given in the last 
chapter, is as follows: 




ilJ. I J3 ^ J 



I 



V7 I 



^ 



/.- ' 



/ 



EXERCISE 149. Complete each of the following broken-chord exercises, 
using chords I-V-V7-I. Use table at top of page, and sing pitch of each note while 
you write. 
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1 r J J. M^J-^ 



i 



ar J. JMr J. i i 




EXERCISE 150. Write four original broken-chord exercises similar to the 
above, using chords I-V-V7-I. Sing the tone of each note while you write it. 

The Dominant Seventh-chord with root in the bass appears as follows. It 
will be noticed that the Root in the bass is doubled by an upper voice, just as the 
roots of the triads were doubled, when four voices are used. 




The V7 chord for four voices is placed in the musical sentence as follows. It 
will be noticed that the progression V V7, but not V7 V, has been used, because V7 
is usually followed by I. 




The rhythm of the group is either 4 meter: 





V7 



I 



or 4 meter beginning on the second beat : 




The following rhythmic arrangement is not so good, because it makes the 
awkward progression already referred to, where the chord changes on the last beat of 



1 
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the measure and is repeated over the bar. The chords V and V7 are so similar that 
the effect is almost the same as if the V triad were itself repeated. 




The above grouping is possible as the beginning of a phrase, and might be 



finished as follows: 




. If the chords are 



to form a complete sentence, however, the grouping will be as in one of the two 
versions given above. 

It will be noticed in analyzing music, that the V7 chord very frequently comes 
on the up-beat of the measure, followed by the Tonic on the down-beat of the 
next measure. That is, V7 | I, not | V7 I. It has been said that the most character- 
istic use of the V7 chord is to precede the I within, but most frequently at the end 
of, the phrase or sentence. Therefore, the Tonic chord, which is the point of rest 
towards which the Dominant tends, comes on the strong down-beat of the measure. 
This down-beat accentuates the feeling of finality expressed by the Tonic chord. 
The student must again be warned that a statement like the above is not to be taken 
as a Ride that must not be broken. Rather is it a statement of general tendencies. 

An Arabic numeral placed above the Roman numeral refers to the scale- 

1 

degree of the upper note of the chord. In the following example, I means the Tonic 

7 

triad with 1 in the Soprano. V means the Dominant Triad with 7 in the Soprano. 
7 

V7 means the Dominant Seventh-chord with 7 in the Soprano. 




EXERCISE 151. Play the chords J ^ ^ | J || as in the above ex- 
ample, in the keys of C, G, F, D and B flat. 



EXERCISE 152. Copy and complete the following chord-phrases. Use the 
nearest position of the chords, keeping the common tone in the same voice. 
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I V V7 I I V V7 I 



I y. 



3 

I 



53 2 4 
II V V7 

EXERCISE 153. After writing the above exercise, sing each of the four 
voices across in turn, while playing the other three voices. Use number-names. 

EXERCISE 154. Copy and resolve each of the following Dominant Seventh- 
chords. Name the key, and figure both chords, as in the first example. Mark also 
the direction of the resolution of the moving notes. Notice that 

7 will move up to 1, 

4 will move down to 3. 

5 will remain stationary. 





^^ 



W 



fe 



The Dominant Seventh-chord may be repeated, and the position of the 
upper voices may be changed before the chord is resolved, as in the following example: 



ll « i h 



^^ 



^ 



i 



EXERCISE 155. Write the following exercises in the key of G. If the 
chord repeats, change the position of the three upper voices to a higher or a lower 
position. If the chord changes, move the upper voices to the nearest position of 
the second chord, keeping the common tone in the same voice. 

|IV|II|VV7|I|I 
I II IIVVtVtIIII 

i V7|II|VV7|I Vrllll 
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To summarize the Chord-Progressions studied so far: 

I may go to V or to V7. 
V may go to I or to Vr. 
Vt may go to I only. 

Chords usually change over the bar. 

Chords are often repeated within the measures, that is, between the bars. 
The chord I is composed of 1, 3, 5. 
The chord V is composed of 5, 7, 2. 

The chord V7 is composed of 5, 7, (2), 4. (2 is usually omitted.) 
A phrase may end on I or on V; seldom on Vr. 
To summarize the Melody-Notes harmonized with these chords: 

1 can be harmonized with I. 

2 can be harmonized with V. 

3 can be harmonized with I. 

4 can be harmonized with Vr. 

5 can be harmonized with I or V or V?. 

6 cannot yet be harmonized. 

7 can be harmonized with V or V?. 



EXERCISE 156. Sing each of the following melodies, listening to the 
Harmony implied underneath each note. Then sing each melody-tone and the two 
nearest chord-tones below it, as in the first example. Use number-names. 




J J f .1 J r I J ^ m 



163 752 764 168 
I V -N^ I 

not (I V7 V I) 



(1) 17 71 111 

(2) 1 3|24|32|3|| 

(3) 1 3|2 7|13|1|| 

(4) 5 515 312 41311 

(5) 3 1 1 3 5 1 5 5 I 5 



EXERCISE 157. Play each of the following, and while you play, sing the 
root of each chord. Use number-names of roots, that is. One, Five, Five-seven. 




EXERCISE 158. Play the two outer voices of the above exercise, while 
singing the middle voice. 
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EXERCISE 159. Write the harmonization of each of the following melodies. 
Use two staves. Put roots in bass, and the three upper voices in close position 
in the treble. 




^ 



f 




i 




f 



i 



32 



i 



f 



^^ 



g 



f-ur^ I J^ 



•Which should be used, V or Vr ? 

EXERCISE 160. Sing each of the voices in the last exercise while playing 
the other three voices. 

EXERCISE 161. Write the harmonization of the following Basses for four 
1 2 



voices: VT* \^ [ J | | 



J J J I J. ii >« I r II ^ 



i 



EXERCISE 162. Write the harmonization of the following exercises in the 
key of F. The bass line and the melodic line are given. 

iM\2 9 B 55 53 2 81 77 181 
^2 I I IV V7II I I V II I IV V7II I II II 

f9\2 7 18 5 8 2 7 1 
^^4 V7 II I II I IV V7 II II 

17 7 1 

EXERCISE 163. Play these chords I V V? I in all major keys in succes- 
sion. Begin with C major, and continue through the sharp scales until the key of 
F# is reached. Then begin with the key of Gb, and continue through the flat 
scales until the key of C, is reached. Use the same fingering for all keys. The 
first two keys are written below with the fingering. 




EXERCISE 164. Play each of the following chord successions in all major 
keys, as directed in the last exercise. Use the fingering given below, in all keys. 

I 




^w 



^^ J r f 



*= 

m 



etc. 
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The following chord-successions introduce the Dominant Seventh-chord 
harmonizing the melody-note 2. In this case the V chord appears complete, that 
is, all four of its notes are present — in the key of C, G-B-D-F. The leading- tone, B, 
moves down to G in the following Tonic chord. 




± 




^ 



'JZ. 



XT 



AS. 




jEZ 



xx: 



» 



X£ 



3 
1 



2 

V7 



1 
I 



5 
I 



3 
I 



2 
V 



2 
V7 



1 
I 



EXERCISE 165. Play each of the above chord -successions in all major keys. 

Chord-phrases can be formed by repeating any chord, in a different position 
of the upper voices, before connecting with the next chord. For example, the 
succession I-V-V7-I can be made into a four-measure phrase by repeating the three 
upper voices of each chord in a different position, and then connecting the last 
position with the next chord: 




as 



f 



Z 



i 



f 



E 




m 



* 



m 



f 



i 



« 



m 



I 



V V, 



or I 



EXERCISE 166. Play and write a number of four-measure chord-phrases 
based on the succession I-V-V7-I. Use \ and 4 meter. Change keys frequently, 
and avoid the key of C. 

EXERCISE 167. Play and write a number of four-measure chord-phrases 
following the chord-succession I-V-I-V7-L 



CHAPTER FIFTEEN 
Review 



Triads: 

1. What is a Triad? 

2. What intervals compose a Major Triad? — a Minor Triad? — a Diminished 

Triad? 

3. On what degrees of the scale are Major Triads found? 

4. On what scale-step is the Diminished Triad found? 

5. Recite the Minor Triads that occur in the scale of B Major. 

6. Recite all Major Triads in the key of Bb. 

7. In what three keys does each of the following Triads appear: D-Fii-A, 

F-A-C, G-Bb-D, E-G#.B, E-G-B. 

8. The Triad on the fourth degree of G is the Dominant Triad in what key? 
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9. Erect a Major Triad on each of the following root-notes: G, A, Bb, 
F#, E. 

10. Form a Minor Triad on each of the following notes: F, C, Bb, G#. 

11. Play all seven Triads in the key of Bb spelling aloud while you play, 

and naming the kind of each Triad, whether Major, Minor or 
Diminished. 

12. The Tonic Triad of Eb is also the Dominant Triad of — ? 

13. Sing the following broken chords in all keys, using letter-names: 

53 1—52 7—53 1 

14. Complete the following broken-chord melodies, using the chords I, V, I. 

2 




I I I IIMj.ll ijiiijiljll jJj^^ 




1. 
2. 

3. 

4. 



5. 



6. 
7. 



Dominant Seventh-Chord: 

Spell the complete Dominant Seventh -chord in all keys. 

Which note of the Dominant Seventh-chord may be omitted, and why? 

In what key does each of the following chords appear? D-F#-A-C, Bb- 

D-F-Ab, G#-B-D-E, G-B-D-F, G-Bb-Db-Eb, G-Bb-C-E, G-A-Cii-E. 
Using number-names, sing each of the following broken chords, followed 

by the Tonic chord notes in the nearest position. 




JJf l ll j l I II JJ' l IIJ J II I I 



Resolve each of the following chords, singing the notes of each Tonic 
Triad in the same melodic shape as the Dominant Seventh, as shown 
in the first Example. 




r y iJ-r ^ iir J V i^ ^ 




JiiJt'rji 



Write a broken-chord exercise based on the chords I-V-V7-I. 

Sing the following melodies and the harmonies underneath each note. 




^ 



J2 



■^ r I-' r if i 



ICi 



8. Play the following chord-successions in all keys. 




9. Write a chord-phrase based on the following succession of chords: 

II|VI|V7V7|I|| 
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General: 
1. What are the overtones of D flat? 



2. The tone of this pitch ^ f \ can be produced on the piano by what 




strings? 

3. What scale has five sharps? — ^three flats? — ^two sharps? 

4. What are the perfect fifths in the key of A flat? 

5. How many major thirds occur in the scale of D? 

6. A minor third on G becomes what interval when it is inverted? 

7. What is the interval from 4 up to 7? — ^from 3 up to 6? — from 1 down 

to 2? — ^from 3 down to 5? Illustrate each of the above, using the 
notes of the scale of B flat. 

8. Sing A (getting the pitch from the piano); then sing the following 

intervals, giving letter-names: Perfect fifth down. Major third up, 
Diatonic half-step up, Perfect fourth up. Minor sixth down, Perfect 
fourth up. The last letter is A. Touch A on the piano again and 
discover if you are on the correct pitch. 

9. The fifth degree of G is 3 of a scale whose Dominant is — ? 

10. Which degree of the scale is called the Mediant? Why? 

11. Name the Mediant in the following keys: B flat, G, D, F. 

12. What does Submediant mean? 

13. What is the Submediant in A flat?— in B?— in D flat? 

14. 4 of E is the Submediant of what key? 

15. The Dominant of D is the Super tonic of — ? 

16. Write a chain-question IS items long, on scale-degrees and intervals. 

17. What is phrasing? 

18. What is a broken chord? 

19. What are the two most "sensitive" scale-degrees? Why? 

20. What is a Sequence? 

21. What is a Cadence? 

22. Illustrate on the piano, in the key of B, a Perfect Authentic Cadence, 

and an Imperfect Authentic Cadence. 
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CHAPTER SIXTEEN 
Non-Harmonic Tones and the Harmonic Background of Melodies 

All melodies harmonized thus far have consisted only of chord-notes. That 
is, each melody-note was a part of the harmony that was sounding with it. Almost 
every melody, however, contains notes that do not belong to the harmonies with 
which they sound. These notes are called Non-harmonic notes. 

For example, take the melody ''London Bridge is falling down": 





i'srvrj i c/r i ^ 



The roots that fit underneath this melody are the Tonic and Dominant, as 
we can hear by playing the melody and the roots that occur on the first beat of 
each measure. 




mm 



? 



I 



f 



If the chords corresponding to the roots are also written, we have the 
melody and accompaniment as follows: 



\i*i r7r/ i cj* r I ^ r IlT r i c'/ r j i cj r i ^ r i^J i 




I 



ga 



i 



p 



? 



v? 



I 



The chord of the first and second measures is G-B-D. Any note other than 
G-B-D is non-harmonic to this chord. E and C in the first measure, and C in the 
second measure, are non-harmonic, which is indicated by a line drawn through the 
heads of those notes. (See the above example.) 

The chord of the third measure is the Dominant Seventh-chord D-F#-A-C. 
B is a non-harmonic note, and is cancelled. The seventh of the chord (c) is not 
used in the accompaniment, as it sounds badly to double this weak note in two voices. 

In the fourth meeisure, C is non-harmonic to the Tonic Triad. 

The fifth and sixth measures are the repetition of the first two. 

In the seventh measure, the two notes A and D are both part of the chord 
D-F#-A-C. 

[106] 
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The eighth measure contains B and G, both chord-notes. 
If the melody is played stripped of all non-harmonic notes, we have: 




The following melody is written with roots in the bass, the non-harmonic 
notes being cancelled. 



j!'^JJc; l Lr^ | ^r h 



^m 



i 



^ 



^^ 




i 



f 



f 



EXERCISE 168. Study the above melody as follows: 

1. Play the melody and the roots, omitting non-harmonic notes from 

the melody. 

2. Play the complete melody and the roots, and listen to the moving 

dissonant quality of the non-harmonic notes. 

3. Play the melody while singing the roots in the higher octave. 

4. Play the roots in the octave where they are written, while singing 

the melody. 

5. Play the accompanying chords (roots in the left hand, three-note 

chords in the right) while singing the melody. 

EXERCISE 169. Sing each of following melodies. Mark the phrasing, 
write the roots, and cancel the non-harmonic notes. Be careful to think of each 
melody in the proper rhythm and speed, in order to avoid the common tendency to 
put a chord under ea^h note. Play and sing each example in all of the ways given 
in the last exercise. 







^m 



EXERCISE 170. Copy and phrase the following melodies. Cancel the non- 
harmonic notes. Write the chord background on two staves underneath each 
melody, as "London Bridge" is printed on Page 106. Sing and play each example 
in cill the ways described above. 

1 




1^ JJIJ. j l pp S 



-^ 



^^ jj i rrr J i ^^jj i rrf 




s 



8fpQ; l JjJ I J jj l JjJ l r'[)[/ ^S 



p 



^ 
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Irj I J J 



j I I I J IJ. 1^ 




i i /j ; J J ^ 



r J u-pr j^ i r r r ■'if", 




p i ]' p i f p i ixr i -i i 



EXERCISE 171. Sing the Soprano of each of the following exercises while 
playing the Alto; then sing the Alto while playing the Soprano. Do this very 
softly and slowly, listening to the blending of the tones. Notice whether the two 
tones form a consonance or a dissonance. Notice where the feeling of the chord 
background changes from Tonic to Dominant, or to Dominant Seventh. Use 
sometimes number-names and sometimes letter-names in singing. 




I 



1 




* 



i 



S 



i 



^ 



f 



^ 



3 



^ 



i 



-& 





1 



3 



f 



m 
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EXERCISE 172. Write an Alto to each of the following Sopranos, using 
notes of the same values as the Soprano notes; that is, put a quarter-note beneath 
a quarter, and a half-note beneath a half, etc. 





N|. i ,i i i i J i r ii Ji'irrrif 



EXERCISE 173. Write an Alto in the rhythm of half-notes to each of the 
following Sopranos: 

12 3 




3 



f 



r 1^ J'^L/ i Cj^ i ' fr' l r i 



i 




J Ji^jjjij rif ir ^icrcjir if 



EXERCISE 174. Write an Alto to the following Soprano: 




^ I* err 1 1 err 




CHAPTER SEVENTEEN 

Analysis of Small Pieces Harmonized with Tonic and Dominant Triads, 

and Dominant Seventh-Chord 



The following small pieces are harmonized with the three chords that have 
thus far been studied. 
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The first piece is a folk-song already studied. It would be phrased as follows 





^^ 



^^ 



I 



* 



i^ 



i 



tj-i 



p 



fc 




The plan of Phrase-lengths, putting a short group on a line, follows: 

2 measures 



ii 



1 measure 



a 



2 measures 



2 measures 



n 



The spelling of the three chords is as follows: 

Key of F. I=F-A-C. 

V=C-E-G. 
V7=C-E.G-Bb. 

In the following example, the root-letters are written beneath the bass line, 
and the non-harmonic notes are cancelled. The figures of the chords are written 
between the staves. 





S 



I 



F 






I. 



j^ 



^ 



I 



£ 



g 
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CHAPTER EIGHTEEN 

Subdominant Triad 

The Stibdominant Triad is built upon the fourth degree of the scale. The 
numbers are 4-6-1. 

EXERCISE 176. Recite the spelling of this chord in all keys. 

The numbers 4-6-1, arranged in a column as the chords previously studied 
have been arranged, appear as follows: 

1 



1 
6 
IV 

EXERCISE 177. Sing from each number in the above column to each of 
the other numbers in turn; also practise using letter-names in various keys, instead 
of number-names. 



notes? 



EXERCISE 178. What are the intervals between the following pairs of 



6 up to 1? 
4 down to 6? 
6 down to 4? 
4 up to 6? 
1 up to 1? 
4 up to 1 ? 
6 down to 1 ? 



<> 



»i 



• t 






EXERCISE 179. Write the notes of each of the three positions of the Subdomi- 



nant Triad of the key of G, in six melodic shapes. That is, write 




t 



^ 



4-6-1 



in 6 shapes, 




I 



^ ^ * II in 6 shapes, and 



6-1-4 




I 




1-4-6 



in 6 shapes. 



EXERCISE 180. Sing the following groups, using number-names. 



^ 



r J J ir J J If ^ J ir ^ J I 
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The following table gives the notes of the Subdominant Triad in connection 
with the three chords already studied. 




EXERCISE 181. Complete the following broken-chord melodies, using the 
chords I IV V Vt I, as given in the above table. Write on the staff. Sing each 
tone as you write the note. Avoid writing exclusively in the key of C. 




J. J^lr' l U j3m I ,) ,1 |^'' J i p 



^ 



f9^ 



EXERCISE 182. Write 6 original broken-chord melodies based on the 
chords given above. 

The ending IV-I is called the Plagal Cadence. If the Tonic Triad has 1 in 
the Soprano, we have the Perfect Plagal Cadence. If 3 or 5 of the Tonic Triad is in 
the soprano, the Cadence is Imperfect. 

Perfect Plagal Cadence. Imperfect Plagal Cadences. 




^^ 



i 



m 



i 



i 



m 



m 



s 



i 



EXERCISE 183. Play each of the above Cadences in all keys, C to F#, and 
Gb to C, in continuous rhythm; that is, go from one key to the next without 
stopping. 

It will be noticed that there is a common tone, 1, between the chords I and 
IV, and a common tone, 4, between the chords IV and V?. There is no common 
tone between IV and V. In studying the above broken-chord table, notice that the 

nearest horizontal group to i-.^ and the nearest group to 6-^Js 

6-^ 4 
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and the nearest group to 4^^ is 




Each note of chord IV moves down to the nearest note of chord V; 1 moving 
down to 7, 6 down to 5, and 4 down to 2. 

In other words, 1 does not move to 2 but does move to 7 

g << II 11 II y ti II II II c 
A II II II <i C II II II n fy 

When the root-notes are played with these chords, it will be noticed that 
while the three upper voices are moving down, the bass is moving up. This is called 
moving in "contrary motion"; and it usually takes place where two chords on 
adjoining degrees (as IV and V) are connected. 




rv v IV v - rv v 

To summarize: 

IV can be followed by I; common tone, 1. 
IV can be followed by V? ; common tone, 4. 

IV can be followed by V; no common tone, upper voices move down. 

V seldom goes to IV. Why? 

The chord IV gives us the possibility of harmonizing the melody-notes 4, 
6 and 1. 

The melody-notes harmonized thus far as chord-notes, that is, not as non- 
harmonic notes, are as follows: 

1 can be harmonized with I or with IV. 

2 can be harmonized with V or with Vt. 

3 can be harmonized with I. 

4 can be harmonized with V? or with IV. 

5 can be harmonized with I or with V or with V?. 

6 can be harmonized with IV. 

7 can be harmonized with V or with V?. 

EXERCISE 184. Sing the following melodies and the harmonic tones 
beneath each melody-tone, as in the first example. If the melody-tone repeats, 
change the chord under the second tone. 




I .1 i r I J r ' ' 
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EXERCISE 185. Sing the following melodies written in figures (that is, 
not on the staff) in the same way as directed in the last exercise. Sing sometimes 
letter-names, and sometimes number-names. 

1 1 I 1 II 34|3 II 344| 3 

56|S|| 117|1|| S6S|S 

1 1 I 7 7 I 1 II 34 I 24 I 3 

56 1 55 IS II 3 1 



1 7| 1 

The following melodies containing non-harmonic notes illustrate the use of 
chord IV. The Subdominant Triad appears prominently as the appropriate harmony 
in at least one measure of each melody. 

EXERCISE 186. Study each melody as follows: 

1. Play the melody and the roots. 

2. Cancel the non-harmonic notes in the melody. 

3. Play the melody and the roots, omitting the non-harmonic notes. 

4. Play the complete melody and the roots, and listen to the dissonant 

quality of the non-harmonic notes. 

5. Play the melody while singing the roots in the octave above. 

6. Play the roots in the octave where they are written, while singing the 

melody. 

7. Play the accompanying chords (roots in left h^d, three-note chords in 

right) while singing the melody. 





^j^uJciif a\tim 




f C^ l L/cJl^ ' 






Cj^ir cr 



i 



jj^ i rjr ir 



m 



EXERCISE 187. Play the following chord-successions in a number of keys. 
Roots are to be played in the left hand, and three-note chords in the right. Observe 
the following rules: 

1. If the chord repeats, change the position of the upper voices. 

2. If the chord changes, move the upper voices to the nearest position, 

keeping the common tone in the same voice. 

3. If there is no common tone (as in moving from IV to V), move the upper 

voices in contrary motion to the bass; that is, move the upper voices 
and the bass towards the common center. 



1 I IVV| I II 2 IIVVVM I 

3 I IV V; I I II 4 IIV| III IVV| I 

5 I I I V I I IV IV I I 
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It is an excellent plan to spell each chord aloud in its root position (no matter 
what the position of the upper voices) before playing it. This is a great help in 
keeping the mind clear as to keys, accidentals, etc., and prevents the student from 
playing by finger-sense alone. 

For example, the succession I 1 1 1 V I V | V V? 1 1 1 1 might be worked out as 
follows in the key of D. 

Before playing the first chord, spell aloud "Tonic, D-F#-A." Then play the 



first chord, which might be in this position: 




Spell aloud, "Tonic, D-Fft-A, change position/' Then play the second chord 



which might be in this position: 




I I 



Spell aloud, "Subdominant, G-B-D, nearest position." Then play the third 
chord, which must be in this position, in order to keep the common tone, D, in the 
same voice. 




I I 



Spell aloud, "Subdominant, G-B-D, change position. Then play the fourth 



chord, which might be in this position: 




I I IV IV 



Spell aloud "Dominant, A-C#-E, piove to nearest position down." Then play 



the fifth chord, which must be: 




M 




m 



II IV IV 
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Spell aloud "Dominant Seventh, A-C#-E-G (omitting E), nearest position." 



Then play the sixth chord > which tni^st be: 





I I rv rv V v. 



Spell aloud "Tonic, D-F#-A, nearest position." Then play the seventh chord, 



which must be: 




II rv IV V V7 



I 



EXERCISE 188. Write three four-measure chord-phrased, using the four 
chords studied. Then sing each voice across while playing the other three voices. 

EXERCISE 189. Write the following exercise, composed of two balanced 
phrases. The line — means that the chord is to be held for two beats. In this 

exercise the meter is 4, therefore, a numeral followed by* a dash represents a half- 
note. Rewrite in several keys, varying the position of the upper voices. Sing the 
pitch of each note while writing. 

J|II I|IVIVIV|I— I|V| 

|III|IVIVI|V— V7|I|| 

EXERCISE 190. 

1. The Subdominant Triad of F is the Dominant Triad of — ? 

2. The chord D-F#-A is Tonic Triad of what key? It is also Dominant 

Triad of what key? And Subdominant Triad of what key? 

3. Classify the chord F-A-C in three keys. 

4. The Subdominant Triad of A flat is the Dominant Triad of a key whose 

signature is — ? 

EXERCISE 191. Write five similar questions and answers introducing the 
Subdominant Triad. 

In the following examples, the Triad C-E-G is treated 

1. as the Tonic Triad in the key of C, 

2. as the Dominant Triad in the key of F, 

3. as the Subdominant Triad in the key of G. 

Play each example slowly, noticing the entirely different effect of the choid 




in each example. 
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IV IV V V 



I 



IV IV 




EXERCISE 192. Write three similar chord-successions, introducing the 



chord 




as 



1. Tonic Triad in the key of B flat. 

2. Dominant Triad in the key of E flat. 

3. Subdominant Triad in the key of F. 

EXERCISE 193. Write three four-measure chord-successions, introducing 
the D major Triad, each time in a different key. 

Play the following Cadences, and notice the great difference in feeling 
between the two. 




The Authentic Cadence V-I, with its upward moving leading-tone, gives a 
strong feeling of pushing towards a climax. 

The Plagal Cadence I V-I, with the downward tendency of the notes 4 and 6, 
gives the feeling of quieter conclusion, of reiteration. It is most appropriately used 
with the word "Amen," meaning "So be it." 

An interesting point is the use that different composers make of these endings. 
Beethoven employs most frequently the V-I ending, often repeated over and over, 
as in the ending of the Fifth Symphony, where he says V-I six times in succession, 
and then repeats his I for twenty-eight measures more. Brahms frequently uses the 
ending IV-I, as in the songs "Die Mainacht," "An die Nachtigall," and the last 
passage in the A major Violin Sonata. 

EXERCISE 194. Quote the Plagal Cadence from four pieces. Quote the 
Authentic Cadence from four pieces. 
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EXERCISE 195. Write the harmonic background of each of the following 
melodies: 




'' JJirrrHJJi^J JJ i -i f^ \ ir^ 



pf n \ r ^i' jj i JJriJ^Ojir '^^ i ^' jjN^Jj I j ! 



EXERCISE 196. In the following examples, sing the soprano while playing 
the alto, then sing the alto while playing the soprano. 




' M 'i"i','iji"i'; i,i i \','i|i i 



rr r 




I 8 
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EXERCISE 197. Write an alto beneath each of the following sopranos, 
using the Subdominant in each example: 

1 2 




% J r i r r 
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g 
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CHAPTER NINETEEN 
Analysis of Small Pieces Gontainii^ the Subdominant Triad 

EXERCISE 198. Analyze the following pieces: 

1. Put in meter-sign or bars if they are lacking. 

2. Mark phrasing. 

3. Draw plan of phrase-lengths. 

4. Write spelling of chords, I, IV, V, Vt. 

5. Mark root-letters of chords and chord-figures. (Roots are not always 
in the bass part.) 

6. Cancel non-harmonic notes. 

7. Play without non-harmonic notes. 

8. Write plan of harmony, observing Form of chord-succession. 

9. Play as originally written, while some one plays the roots at the 
lower end of the keyboard ; that is, below the bass part of the piece. 







f 





J J J - 
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CHAPTER TWENTY 
Review 

1. What is a non-harmonic note? 

2. Do most melodies contain non-harmonic notes? 

3. Are non-harmonic notes consonances or dissonances? 

4. In the following example, where does C in the soprano become a non-har- 

monic note? Why? 




± 



i 



3E 



T~T — 

5. What are the non-harmonic notes in the following melody? 





6. The following melodies are composed of chord-notes only. Rewrite each 
melody, embellishing with other chord-notes, or with non-harmonic 
notes. Do not use so many non-harmonic notes that the sense of the 
original is lost. 

1 2 



5 



J ^ r ir J i j r J 



I 



r r J r ir 



i 



i 



7. What note must be added to each of the following major triads in order to 
make it a Dominant Seventh-chord? 




B \ i% \m |f^^ 



8. 



Play each of the following major triads. Spell each chord in its root- 
position. Then add the note that will turn each triad into a Dominant 
Seventh-chord, using four notes, and resolve the Dominant Seventh- 
chord thus formed to its own Tonic triad, using four notes, by doubling 
the root of I. The first two would be as follows: 



Exainple 




& 



\\\r o§ 



Spell, "D.F#-A, add C, resolves to G-B-D." 

Notice that both 2 and 7 in the Dominant Seventh resolve to unison in the 
Tonic. In three of the examples, 2 and 7 resolve to the octave. 

Example 




5 



or 



Spell, "F-A-C, add E flat, resolves to Bb-D-F." 
12 3 4 5 6 




s 



S 



» 
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m 
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9. Describe the musical impression given by each of the following chords 

The Tonic Triad, 

The Dominant Triad, 

The Subdominant Triad, 

The Dominant Seventh-chord. 
10. Play the following chords in all major keys: 




S 



9- 



^ 



^ 



Tl- 



^ 



I 



3 2: 
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11. Sing the alto in the following exercises while playing the soprano. 
1 









* r r r rr r 



I 
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CHAPTER TWENTY-ONE 

Minor Scales — Chromatic Scales 

In old times there were a number of scales in use. These were called Modes. 
The tones of the white keys on the piano, beginning on any key and going up one 
octave, correspond to the tones of these modes. 

For example: C-D-E-F-G-A-B-C was called the Ionian Mode; 

D-E-F-G-A-B-C-D was called the Dorian Mode; 
F-G-A-B-C-D-E-F was called the Lydian Mode; etc. 

The Ionian Mode, C-D-E-F-G-A-B-C, is our Major Scale beginning on C. 
The only other Mode that we shall study is the ^Eolian Mode, A-B-C-D- 
E-F-G-A, from which is derived our modern Minor Scale. 



This scale 




is called the Natural or Pure 



form of the Minor. 

It is made of the same notes as the scale of C Major beginning on the sixth 
degree of C major, and is called the Relative Minor of C. 

The Relative Minor of G major, beginning on the sixth degree of G, is 
therefore E minor. The relative minor of F, beginning on its sixth degree, is D minor. 

Minor Scales use the same signatures as their relative Majors. 

EXERCISE 199. Memorize the following table of Signatures: 

No sharp or flat, C Major and A Minor. 

One sharp, G Major and E Minor. 
Two sharps, D Major and B Minor. 
Three sharps, A Major and F sharp Minor. 
Four sharps, E Major and C sharp Minor. 
Five sharps, B Major and G sharp Minor. 
Six Sharps, F sharp Major and D sharp Minor. 

One flat, F Major and D Minor. 
Two flats, B flat Major and G Minor. 
Three flats, E flat Major and C Minor. 
Four flats, A flat Major and F Minor. 
Five flats, D flat Major and B flat Minor. 
Six flats, G flat Major and E flat Minor. 

EXERCISE 200. Write from memory all signatures in both clefs, and state 
the Major and Minor key that each indicates. The first three keys are given below. 
A capital letter indicates a Major key; a small letter indicates a Minor key. 




I 



I 



i 



u 



C-a 



G-e D-b 
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Minor Scales — Chromatic Scales 



EXERCISE 201. Play each Major Scale and its relative Minor up one 
octave. Say the number-name of each scale-degree as you play it, calling the first 
note of the minor scale One. The first two scales are written below. 




1, 2, 3, 4, 6, 6, 7, 



1. 2, ^3, 4, 5, 6, 7, 




i 



1, 2, 3, 4, 5, B, 7» 



It 2, 3, 4, 5, 6, 7, 



EXERCISE 202. Name each signature, then play the Tonic Triad of the 
Major key, and the Tonic Triad of the relative Minor key. Use two hands, and 
finger as given below. Notice that the two lower notes of the Major chord are the 
same as the two higher notes of the Minor chord. 



Say "No sharp or flat, C major." Play 



Rights 



5 

3 




''and A Minor-" Play 




Say "One sharp, G major." Play 




"and E Minor." Play 




And so on through all keys, C to F sharp, and G flat to C. 

The interval in the Pure minor scale from 7 up to 1, was found to be difficult 
to sing in tune. Sing slowly the Pure minor scale of A, and notice the large, rather 
awkward interval from G up to A. 




The ear was accustomed to the interval of a half-step between the leading- 
tone and the tonic in the major scale. So the leading-tone, 7 of the minor scale, 
was raised a half-step to bring it a half-step below the tonic. In the scale of A 
minor, G was raised to G sharp. 




This is called the Harmonic form of the minor scale. 

The raised seventh note is called the "accidental." It does not appear in the 
signature, but is placed before the individual note which it affects. 

If the seventh note is a natural in the signature, the accidental is a sharp; 
as in the scale of A minor given above, where G natural is raised to G sharp. 

If the seventh note is a flat in the signature, the accidental is a natural; as 
in the scale of C minor, where B flat is raised to B natural. 
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If the seventh note is a sharp in the signature, the accidental is a double- 
sharp; as in the scale of G sharp minor, where F sharp is raised to F double-sharp. 




EXERCISE 203. Write each major scale from memory, and beneath it write 
its relative minor scale in the pure form and also in the harmonic form, as in the 
Example given below. 

Major Scale 




Pure Minor 





Harmonic Minor 




EXERCISE 204. 

A. 1. C is the major key : what is the relative minor? 

2. G is the major key; what is is the relative minor? 

3. D is the major key; what is the relative minor? 

4. F sharp is the major key; what is the relative minor? 

5. B flat is the major key; what is the relative minor? 

6. G is the minor key ; what is the relative major? 

7. F is the minor key; what is the relative major? 

8. A is the minor key ; what is the relative major? 

9. Ais the major key; what is the relative minor? 

B. 1. What two keys use the signature of S#?-^#?— 3#?— 3b?— 2b? 

2. What is the signature of F major? F minor? B major? B minor? 

C. 1 . What is the seventh scale-step of each of the following minor scales in 

the pure form and in the harmonic form : G, D, F, B flat, F sharp? 

2. What is the mediant of each of the following minor scales: A, 

G, F, G sharp? 

3. C is the mediant of what minor scale? 

4. C is the mediant of what major scale? 

5. B is the mediant of what major scale? Of what minor scale? 

6. What is the dominant of C major? Of C minor? Of A major? 

Of A minor? 

7. G is the subdominant of what major scale? Of what minor scale? 

The minor scale that begins on the same keynote as a major scale, is called 
its Tonic Minor. 

C minor is therefore the Tonic minor of C major as well as being the relative 
minor of E flat major. 

Using the harmonic form of the minor scale, we will now compare the scales 
of C major and C minor. 
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It will be noticed that the only notes that are different between the major 
scale and its tonic minor are the third and sixth degrees, which are a half-step lower 
in minor than in major. 

EXERCISE 205. Recite the letters of the scale of C major and the scale 
of C minor, grouping the letters with a pause on the third and sixth letters: 

C-D-E- - F-G-A- - B-C, C-D-Eb- - F-G-Ab- - B- C 

Then recite the following major scales and their tonic minors, using the above 
rhythmic grouping of the letters. Scales B, F, A, G, E, D. 

Unless otherwise directed, the harmonic form of the minor is to be used in 
the following exercises. 

EXERCISE 206. 

1. D is the minor; what is the relative major? What is the tonic major? 

2. A is the major; what is the relative minor? — ^the tonic minor? Recite 

all three scales. 

3. What is 4 of each of the following scales: D major, D minor, E major, 

E minor, B major, B minor? 

4. What is 3 of F major, F minor, C major, C minor? 

5. What is 6 of G major, G minor, A major, A minor? 

It will be noticed that each white key on the piano is the keynote of a major 
scale, and also of a minor scale. That is, we have a scale of C major and one of 
C minor; a scale of D major and one of D minor; E major and E minor; etc. 

In naming the black keys, however, the name of the keynote in major is 
not always the same as the name of the keynote in minor, because the name of the 
minor key must agree with the name of its relative major. For instance, there is 
a scale of D flat major with five flats, but there is no scale of D flat minor. The 
scale on this black key is called C sharp minor, relative to E major; not D flat 
minor, which would have to be relative to F flat major — and there is no such scale. 

Using the next black key, there is a scale of E flat major, and also scales of 
both D sharp and E flat minor, when used — ^relative respectively to F sharp and G 
flat major. 

The following is a summary of the names of the black keys as the keynotes 
of major and minor scales. The keys of C sharp and C flat major and their relative 
minors are seldom used, and are not included. 

Major Scales are formed on Db, Eb, Gb (or F#), Ab, Bb. 
Minor Scales are formed on C#, D# (or Eb), F#, G#, Bb. 

EXERCISE 207. Play the chromatic scale one octave from C to C, and 
recite the name of the major scale and the name of the minor scale built on each 
note, with the signature of each scale. Begin as follows: C major, no sharp or 
flat, C minor, three flats; Db major, five flats; C# minor, four sharps; etc. 

EXERCISE 208. Recite from memory the table of signatures, and spell the 
Tonic Triad of each Major scale and the Tonic Triad of the relative minor. Begin 
as follows: 

No sharp or flat, C major, C-E-G, and A minor, A-C-E. 
One sharp, G major, G-B-D, and E minor, E-G-B, etc. 

The signature tells only half the story of the key of a piece. To determine hy 
eye whether a piece is in major or minor, recite the spelling of the two triads, and 
decide to which the melody conforms. 
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For example, the following fragments have the signature one sharp: 




The first one is built around the triad G-B-D, and is in G major. The 
second is built around the triad E-G-B, and is in E minor. 

The first two or three measures of a piece usually show the key clearly. It 
is not (as is sometimes said) the last note in the piece which determines whether it 
is in major or minor. Neither is it (as is sometimes said) the presence of the 
accidental which determines whether it is in major or minor. In the second melody 
given above, the tune is not complete, so the last note does not appear; also, the 
seventh note is not used, so there is no accidental. The melody, however, is clearly 
in E minor, because it conforms to the chord E-G-B. 

EXERCISE 209. Look over the following fragments of melody, and decide 
the key of each, whether major or minor. 




EXERCISE 210. Using the harmonic minor scale, sing from the scale 
ladder, from each number to each of the other numbers in turn. 

1 
7 
6 
5 
4 
3 
2 
1 
7 
6 
5 

EXERCISE 211. Sing the following groups, using harmonic minor, being 
careful of the intonation of 3 and 6. 

13 5. 5 6 5. 5 7 1. 12 3 7 1. 5 6 5 7 1. 

135|146|5. 3 12 7 1. 

EXERCISE 212. Rewrite each of the following major melodies in its Tonic 
minor key. The melodies consist of broken chords, that is, they are harmonic 
melodies. They will, therefore, be put into the harmonic minor scale. The first 
melody is written out as illustration. 

1 



y J f i r riJ J i Ml ' ' I I I I i't^^ 



(JN^ I II J 1 ^ 1 



I 



IX 



II f l | n-.^ | l Mj 
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The next step in the development of the minor scale was to remove the 
large interval between the sixth and seventh degrees, which is difficult of 
intonation. In A minor, it is the interval F up to G#. 

The objective in an ascending scale being the upper keynote, the obvious 
thing to do was to raise the sixth step as well as the seventh, on the way up toward 
the upper keynote. This gives us the following scale. 




This form of minor scale is exactly the same as the Tonic major scale, with 
the exception of the third degree. The third degree is always a minor third 
above the keynote in all forms of the minor scale. 

The objective in a descending scale being the lower keynote, these raised 
notes, which help so much in the upward progression, are exactly what we do not 
want in the downward scale. Therefore, they are omitted, and the scale descends 
in the pure form, that fe, 





This is called the Melodic form of the minor scale, as it is the most melodious 
and easy to sing. 

The Pure minor is seldom employed by composers nowadays. There are 
many very beautiful Folk-tunes written in this as well as in the other modes. Exam- 
ples of these Modal tunes will be given later. 

The Harmonic minor is used largely in part-writing. 

The Melodic minor is used largely in melody-writing. 

EXERCISE 213. Write all three forms of the minor scale on each of the 
following keynotes: C, A, G, C#, Bb, G#, D, B, F#, E. 

EXERCISE 214, Sing the following groups in minor, following the melodic 
minor scale; that is, raise 6 and 7 if they are moving up the scale, but not if they 
are moving down. 

13|S6|S. 567|1. 135|146|5.17|1. 17|6S|1. 
3615. 5711. 13615. 1317615. 



EXERCISE 215. Write each of the following major melodies in its Tonic 
minor, using preferably the Melodic minor scale. 




^ 



^ 



* 





" [ 1 1 1 1 r |i I I 1 1| I M 1 1 I 



In the third melody, D in the second measure, being part of the broken chord 
Bb-D-F, follows the harmonic scale. D will become D flat. 
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The harmonic sense of a melody largely determines whether the sixth and 
seventh degrees shall be high or low. 

The characteristic feeling of Subdominant harmony is low. The melody-note 
6 in minor is low, if harmonized with the chord IV (following the harmonic minor 
scale). If the progression 6 7, or 7 6, is used with the chord IV, both 6 and 7 are 



6 7 



7 6 



usually low. That is: 




where we have 





^^^ ^ J J J^JM even though 7 (G) is moving up to 1 
I IV I ^ I rv I 

(A). If the melody runs 1 7, over the chord IV, 7 will, however, be high, 

1 7 




^ 



t 



unless the tune is in pure minor. 



IV 



The characteristic feeling of Dominant harmony is high. The melody-note 
7 in minor is high, if harmonized with the chord V (following the harmonic minor 
scale). If the progression 6 7, or 7 6, is used with the chord V, both 6 and 7 are 



usually high. That is: 




=5^ 



i 



p 



zz 



i 



32 



I 



A musical ear is, of course, the best guide in studying music. A student with 
a strong intuitive sense of melody and harmony, will probably find these explana- 
tions irksome. They are given more especially for the benefit of the many students 
whose musical sense has to be developed by a more conscious mental effort. 



EXERCISE 216. Write each of the following major melodies in the Tonic 
minor, being careful to preserve the Harmonic sense. 
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EXERCISE 217. Study the following melodies. Some are in major, some 
are in minor, either pure or melodic. Decide first whether the melody is in major 
or minor, and if minor, which of the two forms. 

Mark Phrasing: memorize each melody, using number-names. 





;* JJ j JiJ J i J^r r i U fi I I I lu^ ^ m 



-^^3 | 0J] I J J3I0;jIJ JJl^cJlr^OIQj-j l J I I 






r ■"^- ir p r r r i r p r M 




Another form of scale to be studied is the Chromatic Scale. 

This is a variation of the diatonic major or minor scale, with all of the whole 
steps filled in with chromatic half-steps. It is written as follows, in ascending form. 
The major scale of C is taken as an example. 




1 



F-xir-l 



1 2 



V — e- 

z 3 



If i§ Q ^s 



xx: 



! >• \ 



IDC 



4 5 



S 6 



It will be noticed that all the chromatic intervals are formed by raising 
scale-degrees, with the exception of the note between 6 and 7, which is the lowered 
seventh degree (Bb), not the raised sixth degree (A#). 

The reason for this is, that Bb, being the one note which differentiates the 
key of C from its subdominant key, F, is nearer the key of C harmonically than the 
note A# would be. 
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The ascending chromatic scale of A flat is written: 




, t>o l|. " ^' ^' 



3 4 4 6 • A 1 

And the ascending chromatic scale of B is written: 



£ 



m 




XI #^ h 






f^ 



^^ 



II X* 



* 



^ 



6 



In every case the major scale is written first; then the half-steps are inserted, 
as follows: 1, 2, 4, 5 are raised, 7 is lowered. 

EXERCISE 218. Write the ascending chromatic scale based on each of the 
following major scales: D, E, B, A, F, G, D. 

The descending chromatic scale is written as follows : 




XE 



* 



XE 



EE 



1^ 



a: 



* 



3 



^ — O" 

a 2 



^ 



1 



All the chromatic intervals are formed by lowering scale-degrees, with the 
exception of the note between 5 and 4, which is the raised fourth degree (F#), not 
the lowered fifth degree^ (Gb). 

The reason is again a harmonic one. F#, being the one note that differentiates 
the key of C from its Dominant key, G, is harmonically nearer the key of C than 
the note Gb would be. 

The descending scale of A flat is written 




£ 



Ol 



l>* it l ^ff ^ 



W 



6 



8 



!>♦ biy W^v b^ 



The major scale is written first, and the chromatic half-steps are inserted as 
follows: 7, 6, 3, 2 are lowered, 4 is raised, 

EXERCISE 219. Write descending chromatic scales based on each of the 
following major scales: G, D, Bb, F, A, E. 

When the chromatic scale is based on a minor scale, it is written with the 
same chromatic alterations as come in the relative major, except that 6 and 7 of the 
minor scale appear raised, both going up and coming down. 

In A minor the chromatic scale is written: 




XE 



^^ i|o iiitf ^ 



I f o < t ^ ^ * ■! 



jt#ilo|^l]o „t,^ ^^^ ^^ 



-O-l^^ 



t^ 



3E 



\ 



3 a 4 4 5 



e 7 7 1 



1 7 7 6 G 



6 4 4 3 



% 1 



Notice that the Bb (instead of A#) as the first half-step, follows the Bb in the 
relative scale of C major. 

Notice also that the sixth and seventh degrees appear twice, F and F#, G and 
G#, both going up and coming down. 

In other words, write the Pure minor scale, and put in accidentals as follows: 

Going up, 2 is lowered, all others are raised. 

Coming down, 6 and 7 are raised, all others are lowered. 
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EXERCISE 220. Write ascending and descending chromatic scales based 
on the pure minor scales of C, G and B|?. 

In the chapter on Major scales we found that the scales most nearly related 
to a central scale were the scales of the Dominant and Subdominant keys. For 
example, the keys most nearly related to D are the keys of the Dominant, A, and the 
Subdominant, G. 

We can now enlarge our definition of Related Keys, to include the relative 
keys of the Tonic and Dominant. 

Therefore, the related keys of Bb Major are its relative minor, G; the Domi- 
nant key, F major, and its relative minor, D; and the Subdominant key, E fiat, 
and its relative minor, C. 

EXERCISE 221. Write the scales of B flat major, E major and C major, and 
the five related scales of each. Use harmonic form of minor. 

EXERCISE 222. If a composition is written in .the key of A major, to 
what keys will it probably modulate? 

The following diagram shows the relative position of the related keys to the 
central keys of C and of G. A cross is put beside the central key, and the Dominant 
key and its minor are written above, the Subdominant key and its minor are written 
below. 

V G Major and e Minor. 

* I C Major and a Minor. 
IV F Major and d Minor. 

V D Major and b Minor. 

* I G Major and e Minor. 
IV C Major and a Minor. 

EXERCISE 223. Make a diagram like the above, using each major scale as 
the central key. 

If the central key is Minor, the related keys are the relative major; the 
Dominant key in minor and its relative major; and the Subdominant key in minor 
and its relative major. 

V e Minor and G Major. 

* I a Minor and C Major. 
IV d Minor and F Major. 

V c# Minor and E Major. 

* I f# Minor and A Major. 
IV b Minor and D Major. 

EXERCISE 224. Make a diagratm like the above, using each Minor key as 
the center. 

EXERCISE 225. If a composition is written in D minor, to what keys will 
it probably modulate? 

EXERCISE 226. The line of least harmonic resistance from a Major center 
is to the Dominant Major key; from a Minor center it is to the relative Major key. 

What is the line of least resistance from each of the following key-centers? — ^D 
major, D minor, B flat major, B flat minor, G sharp minor, E flat minor, D flat major. 
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CHAPTER TWENTY-TWO 

Intervals in the Minor Scale 
All C!onimonly-used Intervals 

The pure minor scale, consisting as it does of the same notes as the major 
scale, contains the same intervals; though they come, of course, between different 
degrees. For example, the augmented Fourth, F up to B, comes between 4 and 7 in 
C major, and between 6 and 2 in A minor. 




■XSl 



XI- 



xr 



xc 



■o- 



xx: 



xr 



XT 




The harmonic minor scale, however, contains four new intervals that do not 
occur in the major scale. They are the 

1. Augmented Second, 

2. Diminished Seventh, 

3. Diminished Fourth, 

4. Augmented Fifth. 

1. The Augmented Second occurs between the sixth and seventh degrees. In 
A minor, from F up to G#. 

An augmented Second is a chromatic half-step larger than a major Second. 
F up to G is a major Second; F up to G# is an augmented Second. 

2. The Diminished Seventh occurs between the seventh and sixth degrees. In 
A minor, from G# up to F. It is the inversion of the augmented Second. 

A diminished Seventh is a half-step smaller than a minor Seventh. G up to 
F is a minor Seventh; G# up to F is a diminished Seventh. 

3. The Diminished Fourth occurs between the seventh and third degrees. In 
A minor, from G# up to C. 

A diminished Fourth is a half-step smaller than a perfect Fourth. G up to C 
is a perfect Fourth; G# up to C is a diminished Fourth. 

4. The Augmented Fifth occurs between the third and seventh degrees. In 
A minor, from C up to G#. It is the inversion of the diminished Fourth. 

An augmented Fifth is a half-step larger than a perfect Fifth. C up to G is 
a perfect Fifth ; C up to G# is an augmented Fifth. 

Of these four intervals, the most important by far is the diminished Seventh. 
This is used both harmonically and melodically with great frequency. Like all 
diminished intervals, it tends towards an interval smaller than itself. 



For example, 




usually resolves to 




xx 



XE 



5 
1 



EXERCISE 227. Write out the diminished Seventh and its resolution in the 
following minor keys: B, D, E, F, G, G#, C, Bb. 

To summarize: the following is a complete list of the intervals in the 
harmonic minor scale. 



PRIMES 




XKE 



XK£ 



-OO- 



XKE 



I 



OOl 



1-1 2-2 3-3 

All Primes are Perfect. 



4-4 



6-6 



6-6 



7-7 
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SECONDS 



i 



a& 



m 



„o ^>i_ 1^ o<}^ t>^ 



1-2 2-3 3-4 4-5 6-6 6-7 7-1 

Major Seconds come between 1-2, 3-4, 4-5. 
Minor Seconds come between 2-3, 5-6, 7-1. 
Augmented Second comes between 6-7. 

THIRDS 




t* r^Q " *' ^ ^'' 







ft* ^ " -ry 



O- 




I 



IX 



ti ^ c^ ixr 



-»- 



3£ 




SIXTHS 



ft* ^ ft» Q — ^*- 



3£ 



Major Sixths come between 2-7, 3-1, 4-2, 6-4. 
Minor Sixths come between 1-6, 5-3, 7-5. 



SEVENTHS 




^=^== 



$ 



1-3 2-4 3-6 4^6 6-7 6-1 7-2 

Major Thirds come between 3-5, 5-7, 6-1. 
Minor Thirds come between 1-3, 2-4, 4-6, 7-2. 

FOURTHS 

^ o" l.° > o . » 



* 



1-4 2-6 3-6 4-7 6-1 6-2 7-8 

Perfect Fourths come between 1-4, 2-5, 3-6, 5-1. 
Diminished Fourth between 7-3. 
Augmented Fourths between 4-7, 6-2. 



% 



1-6 2-6 3-7 4-1 5-2 6-3 7-4 

Perfect Fifths come between 1-5, 4-1, 5-2, 6-3. 
Augmented Fifth between 3-7. 
Diminished Fifths between 2-6, 7-4. 



XE 



3^ 



_ ^ ^ 

1-6 2-7 3-1 4-2 5-3 6-4 7.-^ 



|o " ° „ o I, j»° = 

S X3 -^ 

1-7 2-1 3-2 4-3 6-4 6-6 7-6 

Major Sevenths come between 1-7, 3-2, 6-5. 
Minor Sevenths come between 2-1, 4-3, 5-4. 
Diminished Seventh comes between 7-6. 

Theoretically, any perfect or major interval may be augmented by making it 
a chromatic half-step larger. If a minor interval is to be augmented, it must first 
be made major. 

Any perfect or minor interval may be diminished by making it a chromatic 
half-step smaller. If a major interval is to be diminished, it must first be made minor. 

Expressed in another way. 

Made larger becomes f Perfect ] Made smaller becomes 
Augmented \ I Diminished 

Major-Minor J 
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Fifths, for example, which are originally perfect, can therefore be made 
augmented and diminished. 

Sixths, which are originally major, can therefore be made minor, augmented 
and diminished. 

But, the most usual augmented intervals are the 

Augmented Prime (used melodically), 
Augmented Second, 
Augmented Fourth, 
Augmented Fifth, 
Augmented Sixth. 
(Not augmented Third or Seventh.) 

The most ustuU diminished intervals are the 

Diminished Third, 
Diminished Fourth, 
Diminished Fifth, 
Diminished Seventh, 
the inversions of the above augmented intervals. 

(Not diminished Second or Sixth.) 

EXERCISE 228. Write two examples of each of the following: 

Augmented Prime, Augmented Second, Augmented Fourth, Augmented Fifth, 
Augmented Sixth. Diminished Third, Diminished Fourth, Diminished Fifth, 
Diminished Seventh. 

Primes, then, are perfect and augmented. 
Seconds are major, minor, augmented. 
Thirds are major, minor, diminished. 

Fourths are perfect, augmented and diminished (augmented being most 
frequent). 

Fifths are perfect, augmented and diminished (diminished being most frequent). 
Sixths are major, minor and augmented (the inversion of thirds). 
Sevenths are major, minor and diminished (the inversion of seconds). 
Octaves are perfect. 

EXERCISE 229. 

1. Write two kinds of Primes on C, two on Db, two on F. 

2. Write three kinds of Seconds on D, three on Eb, three on C. 

3. Write three kinds of Thirds on Ab, three on B. 

4. Write three kinds of Fourths on G, three on F#, three on D. 

5. Write three kinds of Fifths on Eb, three on A. 

6. Write three kinds of Sixths on E, three on Ab. 

7. Write three kinds of Sevenths on B, three on D, three on F#. 



CHAPTER TWENTY-THREE 
Chords and Melodies in Minor 

The Triads in the Harmonic minor scale are as follows: 




jl it^ u m w itS ^ 



140 



Chords and Melodies in Minor 



A new kind of triad is the combination C-E-G#, which occurs on the third 
degree of the scale. It is composed of a major Third and an augmented Fifth and 
is called an Augmented Triad. 

It will be noticed that major and minor triads take their names from the kind 
of third that they contain. Diminished and augmented triads take their name from 
the kind of fifth they contain. 

In the minor scale, triads occur as follows: 

Major triads on V and VI. 
Minor triads on I and IV. 
Diminished triads on II and VI I. 
Augmented triad on III. 

EXERCISE 230. Write without signature all the triads in the following 
minor scales: G, Bb, D, A, E, F. Mark each triad either major, minor, augmented 
or diminished. 



occur? 



EXERCISE 231. In what two minor keys does each of the following triads 
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EXERCISE 232. Sing, from the table of broken chords, from each note to 
each of the others in turn. Also sing each group of three notes in six melodic shapes. 
Use the harmonic minor, and be careful to sing in tune. 



«. 



5- 




EXERCISE 233. Complete the following broken-chord melodies in minor. 
Use chords I, IV, V, Vt, I. 
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EXERCISE 234. Write four similar broken-chord melodies in minor, 
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EXERCISE 235. Sing each voice of the following example, while playing the 
three other voices. Transpose into other keys: 




m 



22 



^ 







f 
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EXERCISE 236. Play each of the following examples in all minor keys; 

117 1 

I IV V I I 

3 4 2 3 

I IV V I I 



5 1 
I I 



1 7 

IV V 



1 

I 



EXERCISE 237. Sing each of the following melodies slowly. Then sing each 
melody-note and the two nearest chord-notes below it. 




I 
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EXERCISE 238. Sing the following melodies in minor in the way directed 
in the previous exercise. 



1 1 I 1 II 3 4 I 3 II 1 1 7 I 1 II 1 1 I 7 7 I 1 
3111711 II 1315615 



EXERCISE 239. Play the following chord-successions in a number of minor 
keys. Roots are to be played in the left hand, three-note chords in the right. 
Observe all the rules of chord-succession that obtain in the major mode. 



1 
2 
3 

4 



I IV V I 
I IV V Vj 
I IV I I I 



I II 



I I 



V I I 



I 

IV 
IV 



V 
IV 



I 



I I! 



EXERCISE 240. Write the following exercises in a number of minor keys, 
varying the position of the upper voices. 



I I 
I IV 



I IV I 
V V. I 



IV I 
I I 



IV IV 

IV Vr 



V 
I 



IV— IV 
IV— I 



I— I I V 

IV V V; 



I 
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EXERCISE 241. The triad D-F^A is I of D major, IV of A major, V of G 
major, V of G minor, and VI of F# minor. In what five keys does each of the 
following triads belong: A-C#-E, Bb-D-F, G-B-D, F-A-C? 

EXERCISE 242. Study the following minor melodies. Cancel the non-har- 
monic notes. Write the harmonic background and play the accompanying chords. 






EXERCISE 243. In what key or keys is each of the following melodic frag- 
ments? They are written purposely without key-signatures. The student must 
decide the key of each, by the harmonic contour of the melody, and by the position 
of the keynote in relation to the other melody-notes. 






p 



^^ 




EXERCISE 244. Play the soprano of the following exercises while singing 
the alto: 





' r r 




^ (^^ 



f r~r 
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CHAPTER TWENTY-FOUR 



The Six-Four Chord 

We now come to a new development in chord-structure. This is called Inversion. 

A chord is inverted when any note other than the root is in the bass. We 
will study first an inverted chord that is very frequently used. 

The notes composing this chord are those of the Tonic triad; that is, 1, 3, 5; 
but the bass note is 5, not 1. In the key of C the chord is: 




xr 



H 



^ 



« 



or 



or 



3X 



3E 



XC 






This chord takes its name, Chord of the Sixth and Fourth^ or Six-Four Chord 
from the intervals of which it is composed. In the following illustration the intervals 
are a sixth from the bass note G up to the note E, and a fourth from the bass note 



G up to the note C. The bass note itself, G, is doubled. 




This chord is most frequently used on the strong beat of the measure, to 
precede either the Dominant triad, or the Dominant Seventh-chord, at the cadence. 




^ 



i 



i 



w 



i 




4 



£ 



zz 



i 



l6 
4 



The complete name of this chord is the Tonic Six-Four Chord, or One Six- 
Four (I4). The rhythmic position which we are now discussing is called "The 
Cadential Use of the Tonic Six-Four Chord." 

This chord has none of the character of rest that the tonic triad has when its 
root is in the bass. On the contrary, it expresses even more motion than does either 
the Dominant triad or Dominant Seventh-chord. 

The strongest note of the chord is the bass, which is therefore doubled. The 
two other notes, the sixth and fourth, have the character of non-harmonic notes. 
They are not doubled, and each resolves to the nearest note of the Dominant triad, or 



Dominant Seventh-chord, as follows: 




lethV lethV^th 
4th 4th 
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In resolving to the Dominant triad, the sixth of the 1$ chord (E) descends to 
the fifth of the triad (D), and the fourth of the l\ chord (C) descends to the third of 
the triad (B). The common tone (G) remains in the same voice. 

In resolving to the Dominant Seventh-chord, the fourth of the 1$ chord (C) 
and the common tone (G) move as before, and the sixth of the l\ chord (E) moves 
up to the seventh of the Dominant Seventh-chord (F). 

Always spell this chord from the root, then state the bass note. 



Example : 



s 

i 




« 



TT 



^ 



is spelt "G, B, D, on D. 



99 




XE 



W 



is spelt "A, C#, E, on E " 



i 



rocK. 



keys. 



This chord is used both in Major and Minor. 

EXERCISE 245. Recite the spelling of the IJ chord in all Major and Minor 



When singing the bass of this chord, sing the pitch of 5, not the pitch of 1. 
In other words, do not sing the root, but the fifth. In the following example, for 




instance, sing the chord-name, ''One Six-Four," at the pitch of A: 



m 



re 

4 



EXERCISE 246. Play the following example in several keys, while singing 




the bass-line. 



"^j r I 




I IV I« V 

4 



i 



The notes of the Six-Four chord are the same as those of the Tonic triad, 
so they will appear in the table of broken chords as shown below. It is best to play 
the bass-line on the piano while singing from the broken-chord table, in order to get 
clearly the difference in feeling between the tones in the Tonic triad, with 1 in the 
bass, and the tones in the Six-Four chord, with 5 in the bass. 
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6 



^ 




EXERCISE 247. Sing from the above table while playing bass-line with left 
hand. 

EXERCISE 248. Play the following chord successions in all keys. Practise 
singing each voice in turn while playing the other three voices. 

1 2 




EXERCISE 249, Sing each melody-note and the two nearest chord-notes 



8 4 1 8 2 I 8 11 



5 6 I 5 5 I 5 II 



below if 1 1 II 7 II II 

uciuw ic. 186 11 46168218 II 811117711 II 



EXERCISE 250% Write the following chord-successions in a number of major 
and minor keys, varying the position of the upper voices: 

* V, V, 



I 
I 



I 
I 



IV IV 
I IV 


I I 

IJ V, 


V 

I 


IV IV 
IV I 


1$ l\ 


V 

I 



EXERCISE 251. Study the following melodies. Cancel the non-harmonic 
notes, and write the harmonic background. Play accompanying chords. 

1 




^ 



ii H ii r irr i | -p 





^^ 



II ^ J I ~ J If rm 
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c>ir Cj-i^ r i jUJ i ^ r'J i r u \m 




EXERCISE 252. Harmonize the following melodies for four voices, in close 
position: 



I'rrifrirr i r i^rnrMiri 1 1 ' 



^^ 



EXERCISE 253. Analyze the following pieces containing IJ; supply bars and 
meter-signs if they are lacking. Decide keys. Write list of chords as explained in 
previous exercises. In some of the pieces the chord I appears with 3 in the bass. 
For the present, figure this chord I, but indicate the figuring of IJ, where I appears, 
with 5 in the bass. 

In Example 4, d, in the bass, of the fourth measure, is a non-harmonic note 
where cancelled. 



j^'ui ii^ B 



B 



r 



^ 




g 




nof JJ I I J J J r < 



w 



»^ 




E 



^ 



^- ^r-3 



i 



^ 




^ ^ r r J 



J i i J i i i 




? 



i 



i 



f 



i 




^m 



^ 



f 



■73" 



^ 



i 




. 1 r J r 



> j I f f il f 
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m 



i 




g 



i 



i 



a^ 




^m 




i 




■9- 



t 



ZL 



i 



i 





W^ 



i 



i-i. 



P 



i 



T 



i 



i 




t rjN J 



V^«li r > t 



^ 



f 



f 



^^ 



^^ 
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* * i- 
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r 
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CHAPTER TWENTY-FIVE 
The Supertonic Triad and Its First Inversion 

The Supertonic Triad is built on the second degree of the scale. The numbers 
are 2-4-6. 

In the major scale this triad is minor. In C major the notes are D-F-A. In 
the minor scale this triad is diminished. In C minor the notes are D-F-A flat. 

EXERCISE 254. Recite the notes of the Supertonic Triad in all major and 
minor keys. 

The numbers of this chord arranged in a column, showing the three positions, 
appear as follows: 

2 

6 
4 

2 



II 

EXERCISE 255. Sing from each number in the above column to each of 
the others in turn. 

EXERCISE 256. Write the notes of each of the three positions of this chord 
in six melodic shapes, in the keys of F major and E minor. 

EXERCISE 257. Sing the following groups up, down and across, as explained 
in previous exercises. 




It will be noticed that there is a common tone, the note 2, between chords II 

2\^ 

6 

and V, and that this note is not repeated in the same voice. ^^^& 

II V 



The Super tonic Triad and Its First Inversion 149 




For example, in the key of C, ffL % \ does not go to ffk | I with 2 in 




the soprano of both chords. It resolves as follows: (( | ^ | f | the notes of chord 

II moving down to the nearest notes of chord V, 2 moving down to 7. 

The reason is, that if 2 (in C, the note D) is repeated in the same voice, the 
other two voices 4 and 6 (in C, the notes F and A) are forced to move to 5 and 7 

respectively (in C, the notes G and B). 




This is a poor progression. Both intervals, F-A and G-B, are the same size; 
that is, each is a major Third. The effect is something the same as that of two 
perfect Fifths following each other. Play the following pairs of intervals very slowly, 

and listen to this similarity of the size of the intervals. 




Both are to be avoided, not because they sound harsh and dissonant, but 
because they sound too consonant and uninteresting. Compare the last illustration 
with the following, where the second of the two Thirds is minor, and the second 




of the two Fifths is diminished. rK f * I ^ ^ II The last two illustrations are 
excellent voice-leading. 



There is another reason for avoiding this progression : iJL m m - . The dis- 




tance from the lower note of the first Third, F, up to the higher note of the second 
Third, B, is three whole steps. This is called a Tritone. 





4667 7664 «^47 74 



The tritone is uninteresting melodically, because the distance between each two 
notes is the same — a whole step in each case. Also, in the first example, 4 moves up 
to 5, contrary to its more usual tendency to go down to 3; and in the second example, 
7 moves down to 6, contrary to its more usual tendency to move up to 1. 

The progression is equally poor harmonically when it comes between two voices: 





because the ear feels the contradiction of the probable resolution of 4 and of 7. 
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It may be well to state that the progression from 7 up to 4, or from 4 down to 
7 is not a tritone, and is excellent melodically. 




71234 43217 



f • ■ 

** 7 4 4 7 



The distances between the adjoining notes, instead of being whole steps, are now a 
half-step b-c, a whole step c-d, a whole step d-e, and a half-step e-f. 

The following is the broken-chord table of chords I IV II V V7 I 




6- 
I 



6 



IV 



6 



n 



V7 



6 
I 



EXERCISE 258. Complete the following broken-chord melodies, using the 
chords I, IV, II, V, V?, I. Follow the voice-leading indicated in the broken-chord 
table given above, and be careful, in going from II to V, to move the upper voices 
to the next lower position of V. 




-^Jijif rirJ^ l cU'rlf fi%'-iJ l, 



m 



EXERCISE 259. Write three similar broken-chord exercises in major and 
three in minor. 

The chord II is treated harmonically as follows, with the root in the bass: 




^ 



-o- 



« 



XE 



or 



or 



m 



-o- 



-o- 



In minor, the chord II, being a Diminished triad, is seldom used with its root 
in the bass. Later in this Chapter we shall use the chord in minor, but in a different 
form. The following exercises are to be done in major only. 



EXERCISE 260. Play the following examples in all major keys, while singing 
one of the voices. Notice that II in these exercises is preceded by IV, and is followed 



1 
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by one of the Dominant chords, V or V7, or by the IJ chord, which has strong 
Dominant feeling. 



1 




' — 6 



3 



m 



f 




i 



s 



^ 




s 



ZZ 



IX 



I 



S 



:k 



II 



n 



^ 



i 



f=f 



^ 



II 



i 



i 



i 



II 



V7 



-c 



a 



^ 



£ 



i 



s 



TT 



In the following example, II follows I. There is no common tone between 
triads on adjoining degrees; so, in this case, the notes of I move to the notes of II 
in the position below. It is the same relative progression as that of chord IV 
progressing to chord V, where the upper voices move down. 




S 




3 
I 



2 
II 



7 
v 



-6^ 



1 
I 



EXERCISE 261. Play the above example in all keys. 



EXERCISE 262. Write the following chord exercises in several keys, varying 
the position of the upper voices. Observe the following: 

1. If chord changes, keep common tone in same voice, except, 

2. In moving from II to V, disregard keeping common tone in same voice, and 
move all three upper voices down, to avoid Tritone. 

3. In progression II-V7, common tone 4 is kept in same voice. 

4. If there is no common tone, as in progressions IV-V and I-II, move 
upper voices contrary to bass. 

5. If chord repeats, change position of upper voices. 



1 II|IVI|II II|V 
IIVIIIIIVV7II 



2 I IV I I V.V7 I I I II I V 

iiiliviivivvv7|i 
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The progression II-IJ is poor in the following position: 



on 



m 



2 



A 5 6 

U I 4 



account of the two fifths following each other. Avoid this position, choosing either 
of the other two positions. That is, avoid II IJ with soprano 6-5, and use with 
soprano 2-1 or 4-3. 

£X!£RGIS£ 263. Write two balanced chord-phrases introducing chord II. 
End first phrase on V, and end second phrase on I. 

EXERCISE 264. Play the following in all major keys: 



3 4 
I IV 

1 5 
I I 



4 2 
II V 

3 2 
I II 



3 1 
I I 

1 7 
IJV 



7 
V 

1 
I 



To summarize: 



I can be followed by any chord : 
Common tone 1 between I and IV. 
Common tone 5 between I and V. 
Common tone 5 between I and V7. 
Common tones 1, 3 and 5 between I and IJ. 

No common tone between I and II. Upper voices move down. 

V can be followed by I or V7 : 

Common tone 5 between V and I. 
Common tones 5 and 7 between V and Vj. 

V7 can be followed by I : 

Common tone 5 between V7 and I. 

IV can be followed by I, V, V7, IJ, II: 
Common tone 1 between IV and I. 

No common tone between IV and V. Upper voices move down. 
Common tone 4 between IV and V7. 
Common tone 1 between IV and \\. 
Common tones 4 and 6 between IV and II. 

II can be followed by V V7: 

Common tone 2 between II and V disregarded. Upper voices move down. 
Common tone 4 between II and V7. 

No common tone between II and 1$. Avoid progression with 6 in soprano 
of II and 5 in soprano of \\. Upper voices move down. 



I4 can be followed by V and V7 : 
Common tone is 5 in each case. 
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EXERCISE 265. Write the harmonization of the following melodies. Place 
the two nearest harmonic notes beneath each melody-note, roots in the bass. Sing 
the pitch of each note while you write it. When written, sing each voice across, 
while playing the other three voices. 



i. 


B 


1 


11 2 


1 7 7 


11 


II 




2. 


1 


8 


14 4 


14 7 


11 


II 




3. 


8 


5 


1 6 6 


1 5 6 


16 


II 




4. 


&. 


1 


8 1 4 


- 4 


18 


1 7 11 


II 


6. 


6 


6 


6 1 4 


- 4 


13 


II 





In the chapter on the Six-Four Chord, we found the notes of the Tonic triad 
with the fifth in the bass. Another inverted chord that is very frequently used 
is chord II with its third in the bass. 

The third of any triad may be placed in the bass ; for example : 




JOl 



33: 



^ 



33l 



X£ 



s 



s 



inverted 



II inverted 



This first inversion of the triad, with the third in the bass, is called the 
Chord of the Sixth. 

The sixth is the distance from the bass of the chord up to the root. 

In the first example above, from the bass, E, up to the root, C, is a sixth, and 
the chord is figured I^. 

In the second example, from the bass, F, up to the root, D, is a sixth, and 
the chord is figured lie. The other interval above the bass in a chord of the Sixth 
is a third ; so this chord is sometimes indicated with the figures of both intervals, 
li III, etc. 

The figure 6, when written to the right of a Roman numeral, shows that the 
third of the Triad is in the bass. 

These chords are spelt as follows. In the key of C: 



I 

II 
Il6 

III 
IIl6 



C-E-G. 
C-E-G on E 

D-F-A. 
D-F-A on F 

E-G-B. 
E-G-B on G 



and so on. 



When the three principal triads (that is, I, IV and V) are inverted, the third 
of each chord (now the bass note), being the weakest note of the chord, is not 
doubled. The inversion of these chords will be discussed in a later volume. 

The chord which concerns us now, is the very usual first inversion of the 
Supertonic triad. 
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This chord, as we know, is composed of the notes 2-4-6. In a key, 4 is a stronger, 
more characteristic note than either 2 or 6. Therefore, we may double this note in 



the first inversion of the chord. It will usually appear as follows: 




S 



m 



II« 



The chord is D-F-A on F; and F (the third of the chord) is doubled. 

Another reason for doubling the third of chord He instead of doubling its root, 
is that chord II is the relative minor of chord IV. Chord IV is one of the three 
principal triads of the key, and its most characteristic note is 4. Chord II has 
much of the Subdominant feeling (some theorists call it a substitute for IV), and 
this Subdominant feeling can be intensified by doubling the note 4. 



The two positions of He that sound well are: 




II 6 He 



The other position, 




with 4 in the center of the upper voices, 




lie 



sounds thick and is to be avoided. 

The Ilg chord is used in minor as well as in majon 

EXERCISE 266. Play the following examples in all major and minor keys. 
Sing the bass-line while playing chords, being careful to sing the bass of ''Two- 
six*' at the pitch of scale-degree 4. Notice that in the second example the voices 
move up from I to Ilg. The effect is very similar to the progression I-IV in the 
first cadence, though softer. 




t 



S 



z 



^ 



^ 



^ 




§— « 



m 



i 



I 



IV lu 



IJ 



I 



I . He 



^ 



V 



12 




^tf 



^ 



"e 



m 



I 



3 



Hi 



i 



>! 



f 



i 
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EXERCISE 267. Write a similar chord-progression in D major, and one in 
E minor. Make each exercise four or eight measures long, and introduce chord Il6 
in each. 

EXERCISE 268. Play this chord-succession in all keys, going from one key 
to the next in perfect rhythm. Keys C to F sharp, and G flat to C. 



I IV II, I 1$ V V7 I I 



EXERCISE 269. The following melodies illustrate the use of chord II. 
The Supertonic chord (II or II5) appears prominently as the appropriate harmony in 
at least one measure of each melody. 

1. Play the melody and the bass-line. 

2. Cancel non-harmonic notes in the melody. 

3. Play the melody (omitting non-harmonic notes) and the bass-line. 

4. Sing the melody, while playing the bass-line. 

5. Play the melody, while singing the bass-line an octave higher. 

6. Play the accompanying chords, using the position given in the last exercise, 

while singing the melody. 






"J. j^jj^ir ^ 




J 1^- H 




Jii"i I I ii I I 1 1 I r a{\i^ i i I I 




EXERCISE 270. Write out the following in several major and minor keys: 

II I IV IV I 1$ IJ I V 
I IV I II IIJ V V7 I I 



EXERCISE 271. Analyze the following pieces containing II or lU. Supply 
bars and meter signs if they are lacking. Decide keys. Write spelling of chords. 
Cancel non-harmonic notes. If the third of the II is in the bass, mark it II^. 
If any other chords, except He and I4, appear in inverted form, mark the Roman 
numeral of the root only. The figuring for all inversions of chords will be studied later. 
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CHAPTER TWENTY-SIX 

Review 

Chapter One. Rhythmic Design. 

1. Write the rhythmic design of each of the following words: 

Important Impossible 

Cadence Musical 

Experience Undone 

Pupil Require 

Conclusion Dominant 

Conciliate Supported 

Interval Pictorial 

Misunderstand Necessity 

Problematic Possible 

Development Recognizing 

Intellect Intelligent 

Explain • Presented 

Immune Explanation 

Beauty Happily 

Successful Relief 

2. Quote two measures of a melody in each of the following rhythmic 
designs: 

12, 2|1, |12 3, 3|12, 112 3 4, 4|12 3, 3 4|12 

3. What is the rhythmic design of 

Yankee Doodle, 

Home, Sweet Home?, 

My Bonnie Lies Over the Ocean? 

4. Does the same rhythmic design continue throughout an entire composition? 



Chapter Two. Phrasing. 

1. Put bars in the following lines of poetry, and write note- values beneath 
the syllables. State rhythmic design : 

1. This is the forest primeval. 

2. On either side the river lie 
Long fields of barley and of rye. 

3. Ever let the Fancy roam. 
Pleasure never is at home. 

4. The year's at the spring. 
And day's at the mom. 

5. Now folds the lily all her sweetness up, 
And slips into the bosom of the lake. 
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2. Mark phrasing in the following melodies: 
1 





"^'^V'fjj i r P ^ m 




^\ r- r r if 







r r rj 1^ Cj J 




Chapter Three. Major Scales and Signatures. 

1. What IS a scale? 

2. How many kinds of half-step are there? Illustrate on piano. 

3. What is a key? 

4. What is a tetrachord? 

5. Name the sharp scales. 

6. Name the flat scales. 

7. What does signature mean? 

8. What are the signatures of the following Major Scales: Bb, D, Db, 

G, Gb, C, C#, Cb, Gb, B, Db? 

9. Write the signature of the above scales in treble and bass clefs. 

10. What major keys use the following signatures: 6#, 2b, 2#, 4#, 4b, 5#, 

5b, 6b, 7b, 7#, 3b, 3#? ^ 

11. Recite the notes of each major scale in this order: 1-7-6-5-4-3-2-1. 

12. Recite the notes of each major scale one octave, beginning on 5 and 

ending on 5 above; that is, 5-6-7-1-2-3-4-5. In the key of D the notes 
are A-B-Cft-D-E-Fft-G-A. 

13. Recite the notes of each major scale one octave from 4 down to 4. 

14. Recite the notes of each major scale one octave from 3 up to 3. 

15. The note C is 1 of the key of C. Recite this scale one octave from 
1 up to 1. 

Recite this scale one octave from 2 up to 2. 
Recite this scale one octave from 3 up to 3. 
Recite this scale one octave from 4 up to 4. 
Recite this scale one octave from 5 up to 5. 
Recite this scale one octave from 6 up to 6. 
Recite this scale one octave from 7 up to 7. 

16. In the same manner, recite the seven scales in which the note G occurs. 

In each case begin and end on G. 



C is 2 of Bb. 
C is 3 of Ab. 
C is 4 of G. 
C is 5 of F. 
C is 6 of Eb. 
C is 7 of Db. 
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17. Write the seven scales in which the note A occurs. Begin and end 

each scale on its own keynote. 

18. 7 of D is 3 of a scale whose signature is — ? 

19. 5 of B flat is 3 of a scale whose keynote changed enharmonically is 6 of — ? 

20. 7 of the key of A flat is 2 of— ? 

21. Recite the names of the seven scale-steps. 

22. In what two scales does each of the following tetrachords occur Db-Eb- 

F-Gb, A-B.C#-D, F#.G#.A#-B. 

23. Place the note G# (or Ab) in seven scales. . 

24. Name the Mediant and the Submediant in each of the following keys: 

Ab,G,Eb,F#,D. 

25. The Leading-tone in each of the following keys is the Supertonic of 

what key? G, Ab, E, Bb. 

26. The Dominant of G is the Subdominant of a key whose leading- tone is — ? 

Chapters Four and Seven. Time- Values. 

1. What three symbols express time- values in music? 

2. What is meant by meter-sign? 

3. Write an example of each of the following: 

Quarter-note, 
Half-rest, 

Whole-measure rest, 
Eighth-dot (two ways), 
Sixteenth-note, 
Quarter-dot (two ways). 

4. Write ten examples of time-values in | meter, and recite the values in 

each example. 

5. Complete the following measures, using notes, rests, or dots. 

8 J 4 > 2 J. e J- 

4 4 4 8 , 

J. ^ D J 



J J. 



7 



6. What is the difference between simple meter and compound meter? 

7. Write a list of the simple meter-signs. 

8. Write a list of the compound meter-signs. 

9. Quote two measures of some melody in each of the following meters: 

2 9 6 12 4 3 
4 8 8 8 4 4 

10. What is the unit of beat in each of the following meters: 

9 3 3 4 12 6 
8 4 8 4 8 8 
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11. What is the principal rhythmic difference between a slow piece in g 

meter, and a fast piece in the same meter? 

12. Copy and complete the following measures: 

§ J. 12 J >j. 8 rm 4 ;^ 3 J. 

2 8 Z 8 2 

13. Write each of the following measures in note-values of the next lai^er 

and also of the next smaller denomination: 

8 J Jin, I J niTi.i . 

4 J J ;>j A 

14. Which of the following examples are in g meter and which are in J 

meter? Why? 

nnn < mm . j. m,j. i^n 

15. Correct the following (supposed to be complete measures) : 

4 J J. j>j I j>>j > J J J m 

« J. r3 ? J- JT3 4 J n:j J j 

4 4 4 

16. Put bars and meter-signs in the following: 

J nnnni'j i-rhnnifii^i >j 
j^j i>mj j>j j>mmj. j 
J „. . J J J J J. j>j J rmj J 

Chapter Eight. Intervals. 

1. What is an interval? 

2. What is inversion? 

3. Define and illustrate each of the following: 

A major interval, 
A minor interval, 
A perfect interval. 
An augmented interval, 
A diminished interval. 



a 
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4. How many intervals occur in the major scale? Enumerate them. 

5. Define and illustrate a perfect consonance, an imperfect consonance, 

a dissonance. 

6. What does resolution mean? 

7. What is the peculiar quality of the interval 4 up to 7? Why has it 

this quality? 

8. Name the following intervals: 

All major Thirds in the key of E flat, 
All minor Sixths in the key of B flat. 
All major Sixths in the key of D, 
All minor Seconds in the key of G. 

9. What is the difference between a melodic interval and a harmonic 

interval ? 
10. Name the melodic intervals in the following melody: 




11. Which of the following intervals is a Fourth, and why? C up to F#, or 

C up to Gb? 

12. Augment the following intervals: 

C# up to F #, 

G up to C, 

Db down to Ab. 

13. Invert each of the above and name the inversion. 

14. Begin on F, major Third down, perfect Fourth up, minor Third up, 

change enharmonically, is mediant of a key, whose Dominant triad 
is — ? Answer, C-E-G. 

15. Classify the following intervals in all major keys in which each occurs: 




W 



a: 



i 



TF 



I 



m 



3x: 



m 



16. Write a chain-question on intervals; 10 items long. 



Chapter Nine. Overtones. 

1. What have overtones to do with the study of Melody? 

2. Why is the understanding of overtones necessary to the study of 

Harmony? 

3. Demonstrate on the piano the presence of overtones by means of 

sympathetic vibration. 



4. The fundamental vibration of the tone ^E 



is 32 times a second. 



How many times a second does each of the first seven overtones 
vibrate? 
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Chapter Ten. Melodic Idioms. 

1. What IS meant by the term Melodic Idiom? 

2. Melodic idioms frequently are composed of the notes of a broken chord. 

Write 5 such idioms. 
S. Melodic idioms are frequently based on tonal magnetism. Write 5 such 
idioms. 

4. Which of the following groups are ''idiomatic," and which are not? 

M.3, 5-2-6, 3-7-6, 6-7-1, 
1.3.5.6.3, 3-6-5-7-1. 

5. Sing and write 6 idioms introducing the fourth degree of the scale. 

6. Write an "idiomatic" melody in each of the following rhythmic outlines; 

that is, use these note- values. Write in the key of G. 



Chapter Twelve. Triads in the Major Scale. 

1. What intervals form a Triad? 

2. How are Triads figured? 

3. What is indicated by the figure 4? What by the figure IV? 

4. How many kinds of triad occur in the Major Scale? 

5. Recite all triads in Db Major; state the kind of triad that each is. 

6. The Dominant Triad of A is also the Subdominant Triad of what 

key? 

7. In what three Major keys does the Triad Eb-G-Bb occur? 

8. Write each of the following Triads in the bass clef, then rewrite, chang- 

ing the mode of each. D-F#-A, Bb-Db-F, Ab-C-Eb, G#-B-Dif. 

9. Write a Diminished Triad on each of the following root-notes: E, B, G#, 

C#. In what key does each occur? 

10. Write a major, a minor, and a diminished triad on each of the following 

root-notes: F, Bb, A, D. 

11. The Triad on the second scale-degree of the key of C occurs also on 

the sixth scale-degree of what key? 



Chapter Thirteen. Tonic and Dominant Triads, and Dominant 

Seventh-chord, Used in Various Ways. 

1. Sing harmonization of the following melodies, singing the two nearest 
chord-notes beneath each melody-note. Use only the Tonic and 
Dominant Triads. 



J'l I I M I II I 



zz 



i 




r i r J IJ J I J i 
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2. Write the Perfect Authentic Cadence in A flat and in E. 

3. Write an Imperfect Authentic Cadence in E flat and in B. 

4. Sing the following chords down vertically, using number-names: 




5. Write a chord-phrase in G major based on this succession: 

I-IV-I-Vy-I. 

6. Sing the following broken chords and the resolution of each. 

number-names. 

Keep the same melodic shape in the resolution as in the chord. 



Use 



4 J V 'T ij r 



I '"I II 'i I J I 





10 



J J Y Ji i ^r r J ir ^'r 



^ MrT^ f' 



Chapter Sixteen. Non-Harmonic Notes. 

1. What are non-harmonic notes? 

2. Rewrite the following melody, introducing non-harmonic notes: 




« 



^ 



i 



^^ 



^ 



m 



3. Rewrite the following melody several ways, introducing different non- 
harmonic notes in each version : 




i^ ^ r i r 



f 



12 



4. The following is the melodic outline of a familiar melody. 
What is the melody? Rewrite it as it is usually sung: 



^ 



^m 



XT 



^^ 



^ 



^ 



m 



^ 
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Chapter Seventeen. 

1. Analyze the following pieces, which are harmonized with the chords 
I V V,: 




^ 



^m 






Chapter Eighteen. Subdominant Triad. 

1. Sing harmonization of the following melodies, singing the two nearest 
chord-notes beneath each melody-note. 



1 1 |1 5|6 5|5. 
|3 5 |6 4|3 4|3. 
|1 3 5|6 4 6|5 5 7 1 1. 

1 3|4 4|3 4|3. 



2, Write altos to the following sopranos: 



m 



f 



5 



m 



# 
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3. Write the accompaniment to the following melody: 





V" J. >r 




4. Analyze the following piece: 





Chapter Twenty-one. Minor Scales and 

Chromatic Scales. 

1. How many forms of minor scale are in common use? 

2. Describe each. 

3. Illustrate each, using D as keynote. 

4. What does "relative minor" mean? Illustrate. 

5. What does "tonic minor" mean? Illustrate. 

6. What does "accidental" mean as applied to minor scales? Illustrate. 

7. The tonic minor of B major is also the relative minor of what major 

scale? 

8. The relative minor of B major is the tonic minor of what major scale? 

9. What are the signatures of the following keys: D major, D minor, Bb 

major, G minor, G major, E minor, F# major, F# minor? 

10. Spell the tonic triad of the major scale and of the minor scale, using each 

of the following signatures: 

^ 1#, 2b, 4#, 3b, 5b, 5#, 3#, 6b, 6#. 

11. E is 3 of a certain minor scale. This note is the leading-tone of what 

key? Which is the relative minor of — ? Which is 5 of what minor 
key? Whose seventh degree in the melodic form coming down is 
what note? 

12. Write a similar chain-question on minor scales. 

13. Write the melody of "America" in E minor. 

14. Write the melody of "Yankee Doodle" in D minor. 
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15. Write the scale of D major and the five related scales, writing the minor 

scales in Harmonic form. 

16. Write the scale of D minor and the five related scales, writing the minor 

scales in Melodic form. 

17. Write chromatic scales one octave up and down in the following keys: 

G major, D minor, Bb major, G minor. 

18. A piece written in F minor will probably modulate first t® what key? 

To what other keys will it probably modulate? 
To what keys will a composition in Eb major probably modulate? 



Chapter Twenty-two. Intervals in Minor Scale, 

AND All Usual Intervals. 

1. What intervals occur in the minor scale that do not occur in the major 

scale? 

2. How are diminished intervals formed? 

3. How are augmented intervals formed? 

4. What are the most ustcal diminished intervals? Illustrate. 

5. What are the most usual augmented intervals? Illustrate. 

6. What are the two diminished Fifths in B minor? In A minor? 

7. Between what degrees does the augmented Fifth occur? 

8. Write three kinds of Fourth on Bb. 

9. Write three kinds of Third on D. 

10. Write three kinds of Fifth on A flat. 

11. Write the diminished Seventh in any six minor scales. 

12. Start on D. A diminished Fifth up; Change enharmonically ; A 

diminished Seventh up; Is six of an harmonic minor scale; A dimin- 
ished Seventh up; Change enharmonically; A diminished Fifth up; 
An augmented Fifth up; Is the leading-tone of what harmonic 
minor scale? 

13. Write a similar chain-question, introducing intervals in minor keys. 




Chapter Twenty-three. Chords and Pieces 

IN Minor. 

1. Write all the triads in D minor. 

2. In what two minor keys does each of the following triads occur, and 

on what degrees? E-G#-B. D-F-A. E-G-Bb. 

3. Complete these broken-chord exercises, using chords I, IV, V, V7, I: 



J M-i rr pK I r II I! J T^ If ^ ^ 



zzz 



4. Add simple altos to the following sopranos: 

2 




'■ r r nr r r I "r fTH" I'll r r m 



XH 



^^ 
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5. Write a simple soprano above each of the following altos: 
1 2 

J. I J 



i 



SI IJ , 



^^i 



6. After completing each of the last two exercises, play the soprano while 
singing the alto ; then play the alto while singing the soprano. 



Chapter Twenty-four. The Six-four Chord. 

1. In what respect does this chord differ from the other chords studied? 

2. Where is this chord most frequently used? 

3. Describe the progression of the voices when the chord resolves. 

4. What note is doubled in this chord? Why? 

5. Is a chord to be determined solely by the notes heard simultaneously, 

or does context have something to do with the matter? 

6. Is the first chord in the following 4-measure passage — ^the C major triad, 

C-E-G, or is it the E minor triad with C as a non-harmonic note? 
What reasons have you for your analysis? 



^^ 



a 



P 



t 



i 



etc. 



^ 



7. Play the following chords in all minor keys: J \ livivliB v? Ii 

4 



Chapter Twenty-five. Supertonic Triad. 

1. Spell the II chord in A major, and the II chord in A minor. 
What is the difference between the two chords? 

2. Does a diminished triad sound well with its root in the bass? 

3. How is the II chord inverted? 

4. In G major the Supertonic triad is A-C-E; to what other triad in 

the key is it most closely related? 

5. What is the most usual progression of the chord II? Of lie? 

6. The most usual progression of chord V is to chord I, the root of I being 

a fifth below the root of V. Is there a similar tendency of root- 
progression in the usual resolution of chord II? Illustrate. 

7. Play the following in all major keys while singing one of the voices: 



I IV II v 



8. When the Supertonic triad moves to the Dominant triad there is a 

common tone between the two chords. Is this tone retained in the 
same voice? If not, why not? 

9. What is the melodic tritone in the key of F? 



172 



Review 



10. What is the harmonic tritone in the key of G? 

11. Play. the following in all minor keys while singing one of the voices. 



I I Il6 V I I I I IV V I I 

12. What is the progression of the three upper voices in moving from IV 

to V? What will the progression probably be in moving from I to II? 

13. Play the following in several keys, varying the position of the upper 

voices : 

I I I II II I V I I V 
I I I IV lie I V V7 I I 



14. Write the chord background of the following melodies: 




m 



^ 




I I I N , l J l ,l jj l .l i hi 



m 



fj ^in JmqJ' Ii J J' l n ;i ^ l JJ JmJTJm 






15. Analyze the following pieces harmonized with the chords thus far 
studied : 
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^^ 



"1 r 



w>^ 



i i 



^» 



m 



? 




i i 



3x: 



1 r 



-6^ 



i^ 



i 



w i^ 




I: 



T"T a 



^ 



^^ 



f 





7 ' T 



^^ 




i s 



f 




i^ 



i 



:^ 



i 



S 

2 
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Andante 



8 



Allegro 





9 



\ p\\) j^ju' i TTaJ i j T j i i^n I ' I ' ^s 
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